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Don't miss our next exciting cover story on the making of STAR TREK: 
VOYAGER (shown left), the last of the Trek series still in production. Our 
issue takes you behind-the-scenes on the set in Los Angeles for inter¬ 
views with executive producer Brannon Braga, series regulars Jeri Ryan. 
Roxann Dawson, Robert Picardo, Garrett Wang, Tim Russ and Robert 
Duncan McNeill, with articles on the making of some of the show's finest 
episodes, including “Timeless" and “Dark Frontier * plus a revealing look at 
the franchise’s state-of-the-art special effects and a complete episode 
guide of the fifth season, the series* finest. It's Trek coverage as only 
CINEFANTASTIQUE knows how! 

And also in the same issue, the making of THE CROW 3: SALVATION, 
an on-the-set report of the filming of FLIGHT 180 in Vancouver, the fea¬ 
ture film debut of X-FILES alumni Glen Morgan and James Wong, Dis¬ 
ney’s big-budget MISSION 2 MARS, the making of PITCH BLACK, a pre¬ 
view of DreamWorks Animation’s THE ROAD TO EL DORADO and more! 

Subscribe today for just $26 ($29 Can/for.) for the next six bi-monthly 
issues, and select one of our rare back issues shown below as your free 
gift! (Sorry, free issues are for new subscribers only). Subscribe for two 
years (12 issues) for only $48 ($55 Can/for.) a savings of nearly $24 off 
the newsstand price, and take two back issues of your choice free! Sub¬ 
scribe now, and pick up those back issues you may have missed! 

Take Any Back Issue Below as Our Gift! 
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Volume 28 Number 11 
Stephen King s stones on TV: THE 

SHINING, a minisenes directed by 
Mick Gams. & Fox TVs QUICK* 
SILVER HIGHWAY anthology, W,G0 

Volume 9 Number 2 
Filming Stephen King's SALEM'S 

LOT for TV, including interviews with 
producer Richard Kobnfz and 
director Tobe Hooper, 120,00 

Volume 2S Number 2 
THE STAND cover 

Filming Siphon King's THE 
STAND, plus a look inside the King 
horror empire, SB.00 

Volume 31 Number 9 
Pierce Brosnan is back as 007 in 

THE WORLD IS NOT ENOUGH 
Plus villain Robert Carlyle. Sean 
Connery & others.. SB,00 

Volume 21 Number 4 
Choose as one of your free 

back issues for subscnbing to CINE* 
FANTASTIQUE this sought-after 
1991 collector's cover story on King, 
with 32 pages devoted to the horror 
meisfer from Maine, including art ex* 
elusive interview with King on the 
problems of his many movie adapia 
lions, plus six pages on the making 
of MISERY, Stephen Spignesi on 
King's biography. Castle Rock chief 
Rob Reiner on working with King, 
Stephen King and Steven Spielberg, 
the un-made TALISMAN, director 
Mark Lester and King trade blows on 
FIRESTARTER, the lost APT 
PUPIL, King on Dino DeLaurentus. 
King on working with Sam Peckm* 
pah, King on movie-directing, and 
much morel Or take any King or 
James Bond cover story shown as 
one of your free back issues for sub¬ 
scribing as described in the offer 
above. You can be sure that each bi¬ 
monthly issue of CINEFANTAS¬ 
TIQUE will keep you up-to-date on 
the latest news with both 007. Trek, 
and Stephen King horror1 Si2.00 
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Volume 14 Number 2 
David Cronenberg directs King's 

THE DEAD ZONE. Cronenberg. 
Marlin Sheen. King and senpter 
Jeffrey Beam interviews. $8.00 

IMAGl-MQVIES 
Volume 1 Number 1 

King s NEEDFUL THINGS. THE 
STAND. THE DARK HALF and 
TOMMYKNOCKERS. $8.00 

Volume 13 Number 1 
The making ol CREEPSHOW. 

with interviews with Stephen King, 
director George Romero and makeup 
artist Tom Savini. $14.00 

Volume 27 Number 3 
Pierce Brosnan as the new James 

Bond in GOLDENEYE. Includes 
many interviews with the cast and 
crew of the hit $8.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 WITH MASTERCARD OR VISA 
Or mail your order with check or money order in USA funds only to P.O. Box 270, Oak Park IL 60303 
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VOLUME 31 NUMBER 10 

Happy New Millennium! 
Since this issue hits newsstands and 

your mail box just a few weeks shy ol 
Y2K we thought we'd get that out of the 
way And for those keeping track, the 
issue marks another kind of passage: our 
first issue was published in November 
1970, so we are now entering our 31st 
year of publication (I guess we'll have to 
change the ad at left!). Thanks for coming 
along for the ride. We promise to continue 
to provide you with the best coverage of 
horror, fantasy and science fiction films 
for the next thousand years. 

We re very proud to bring you this 
issue's cover story on THE GREEN MILE 
because, for once, a Stephen King film 
adaptation looks like it will live up to the 
promise of the writer’s prose. Hollywood 
correspondent Doug Eby provides an 
exclusive report of the filming from the 
set. including interviews with the superb 
cast as well as screenwriter and director 
Frank Darabont Also interviewed are 
Tom Hanks on his starring role as King's 
troubled prison guard Paul Edgecombe, 
and King himself on his own high 
expectations for the film. Let's hope it 
cheers his recovery from his well- 
publicized roadside encounter with an 
errant vehicle, as it cheers the hearts of 
audiences who embrace its magical, 
uplifting story. 

Other treats this issue include an 
advance peek at SCREAM 3 and an 
interview with series auteur Wes Craven, 
who promises to make the third 
installment the final word on the 
franchise. You won't be able to celebrate 
the horror at Christmas, however, since 
delays in filming have pushed back the 
film’s release date till February 4. Also 
previewed are PITCH BLACK, an outer 
space monster tale from director David 
Twohy (THE ARRIVAL), which opens 
February 17, cinematographer Janusz 
Kaminsky's directing debut. LOST 
SOULS, which opens January 20, and 
CROW 3: SALVATION, the third 
installment of the popular James O’Barr 
inspired comic book franchise, bowing 
March 3. Plus a look at Disney's new 
IMAX-revamped FANTASIA for 1/1/2000! 

Frederick S. Clarke 

‘The Magazine with a Sense of Wonder’ FEBRUARY 2tKKl 

Page 12 

Page 28 

Page 32 

Page 54 

Page 60 

2Z- 
5 Fantasia 2000 

Disney revamps their classic with new segments in IMAX. and Donald Duck 
hamming it up to “Pomp and Circumstance." / Article by Mike Lyons 

6 Pitch black 
Screenwriter David Twohy (THE ARRIVAL) directs his horror/sci-fi hybrid on 
Australia’s Gold Coast. I Article by Joe Fordham 

8 Galaxy quest 
Tim Allen and Sigourney Weaver star in a wicked parody of STAR TREK. I Article 
by Mitch Persons 

12 Wes craven on “scream 3” 
Director Wes Craven on making the third time the charm, sans Kevin 
Williamson. / Article by Lawrence French 

16 THE GREEN MILE 
An actor's eye view of the making of Stephen King's supernatural thriller. / Article 
by Frederick C. Szebin 

21 Stephen king on “the green mile" 
Back at the keyboard after his own roadside misery, the author looks forward to a 
cinematic “milestone." / Article by Patrick Hobby 

28 The CROW 3: SALVATION 
James O'Barr's dark avenger gets a third movie incarnation, with Kirsten Dunst in 
the gothic love story from beyond the grave. / Article by Michael Beeler 

30 Lost souls 
Cinematographer-turned-director Janusz Kaminski on exorcising the horror 
cliches, / Article by Douglas Eby 

32 Supernova 
The story behind MGM's troubled outer space epic, rocked by the departure of 
director Waiter Hill. / Article by Dale Kutzera 

35 WALTER HILL ON “SUPERNOVA" 
The producer of the original ALIEN on taking a long-overdue stab at science fiction, 
a favored genre. / Article by Dale Kutzera 

48 STUART LITTLE 
The LION KING director Rob Minkoff films the classic children's tale with a 
CGI mouse. I Article by Mitch Persons 

52 Hangman s daughter 
Director P. J. Pesce on the spaghetti western prequel to FROM DUSK TILL DAWN./ 
Article by Jon Keeyes 

54 Bicentennial man 
Norman Reynolds on designing the future for Isaac Asimov's robot, with Robin 
Williams as the free-thinking 'droid. / Article by Frederick C. Szebin 

56 TOY STORY 2 
How Pixar’s high profile video sequel to the 1995 hit went to movie screens 
instead. /Article by Lawrence French 

58 Being john malkovich 
Director Spike Jonze and scripter Charles Kaufman on filming their off-kilter 
fantasy. / Article by Dan Persons 

60 THE SIXTH SENSE 
Writer-director M. Night Shyamatan on his horror masterwork. / Article by Presley 
Reese. Review by Thomas Doherty 
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And who can blame them? 
Disney is seriously consider¬ 
ing the next project from 
SIXTH SENSE director M. 
Night Shyamalan, a supernat¬ 
ural feature described as be¬ 
ing like SENSE, but in no way 
a sequel. SENSE producers 
Kathleen Kennedy, Frank 
Marshall, and Barry Mendel 
will be back on board, as will 
Bruce Willis, who will re-team 
with DIE HARD WITH A 
VENGEANCE co-star Samuel 
L. Jackson....Meanwhile, Dis¬ 
ney is trying to tempt Gerard 
Depardieu to play co-baddy 
against Glenn Close in the se¬ 
quel 102 DALMATIONS. 
Kevin Lima (TARZAN) will di¬ 
rect.... Less luck for Peter Pan, 
whose animated Disney se¬ 
quel has been sent back to de¬ 
velopment. Maybe somebody 
finally remembered HOOK? 

Jeffrey Eastman has been 
tapped to write the sequel to TRUE 
LIES. Co-stars Arnold Schwarz¬ 
enegger, Jamie Lee Curtis, and 
Tom Arnold are expected to reunite 
for the project. This may be James 
Cameron's first film after TITANIC, 
and in keeping with the progress of 
his career arc. will be budgeted for 
the gross national product of Mona¬ 
co and require the nuclear annihila¬ 
tion of Rhode Island (kidding, just 
kidding)....Principal photography 
has started on Warner Bros.’ RED 
PLANET. Val Kilmer and Carrie- 
Ann Moss play astronauts stranded 
on Mars.. . Maybe they can get help 
from Ernie Contrera, the writer 
whom Disney has signed to script 
FORTUNE SON, about the first 16- 
year-old astronaut....CUBE writer- 
director Vincenzo Natali has been 
signed by producer Robert Lantos 
and his Serendipity Point Films to 
write and direct SPLICE, a thriller 
centering on two lovers who are ex- 
perimenting with crossbreeding 
species. 

Following his penchant for off¬ 
beat roils, John Malkovich stars as 
Murnau in SHADOW OF THE VAM¬ 
PIRE. a fictional account of the film¬ 
ing of NOSFERATU, which Lion’s 
Gate has picked-up for U.S. re¬ 
lease in early 2000. Directed by 
Elias Merhige from a script by 
Steve Katz, Willem Dafoe plays ac¬ 
tor Max Schreck as a real vampire. 

Dougray Scott got caught up in 
the shooting of MISSION IMPOSSI¬ 
BLE 2 and had to forfeit the role of 
Wolverine in Bryan Singer’s screen 

Willem Dafoe as Max Schreck—a real 
NOSFERATU—attacks John Malkovich as 

Murnau in SHADOW OF THE VAMPIRE. 

version of THE X-MEN. Australian 
actor Hugh Jackman will suit-up in¬ 
stead, taking his place beside Ian 
McKellen as Magneto and Patrick 
Stewart as Professor X. 

Those who can, come up with 
fresh, innovative takes on a genre, 
such as THE BLAIR WITCH PRO¬ 
JECT or THE SIXTH SENSE. 
Those who can't, capitalize on the 
trend with...remakes! Coming from 
Seven Arts: I WAS A TEENAGE 
WEREWOLF, directed by Anthony 
Hickox....Preger Entertainment is 
prepping a mini-series version of 
THE MIDWICH CUCKOOS- the 
source story for the classic VIL¬ 
LAGE OF THE DAMNED—and a 
feature remake of DAY OF THE 
TRIFFIDS. Both will be directed by 
Tom Holland....The BBC is talking 
to Impact Pictures about a DR. 
WHO feature, and may partner up 
with some of the BLAIR WITCH 
team for the project. In this version, 
the T.A.R.D.I.S. will look like an old, 
abandoned house and the Doctor 
won't be at all nice. 

Adam Sandler goes supernatur¬ 
al (as if anybody could tell) in LIT¬ 
TLE NICKY, about the Devil’s son. 
Harvey-Keitel plays pop Satan.... 
Michael Crichton is giving away the 
film rights to Timeline, his novel 
about teenagers transported back 
to the fourteenth century, but only if 
it's put on a fast-track production 
schedule, Crichton is allowed to 
write the first draft of the script (for 
big bucks), and Richard Donner di¬ 
rects (for more big bucks). Note to 
potential buyers: you might want to 

check out Connie Willis’ excel¬ 
lent The Doomsday Book 
first....David “Up With People" 
Fincher is in preliminary talks 
to direct THE MEXICAN, 
about a mobster hunting down 
a cursed pistol. Brad Pitt 
would star. 

Producer David Heyman 
bought the rights to the “Harry 
Potter" books and brought 
them to Warner Bros. Steve 
Kloves is finishing up the 
script. Now the fun part be¬ 
gins: reportedly in contention 
to direct are Steven Spielberg, 
Chris Columbus, Jonathan 
Demme, Rob Reiner, Brad 
Siberling, and John Huston, 
who got so caught up in the 
enthusiasm for the project that 
he actually rose from the 
grave to pitch for the 
job....Stanley Kubrick, mean¬ 
while. may be resurrected in 

another way if Spielberg moves 
ahead with plans to helm the late 
director's long-awaited robot-boy 
project, AL...Warner Bros, is plan¬ 
ning a remake of BARBARELLA 
and is courting Drew Barrymore to 
star. Hey, why should David Letter- 
man get all the fun?...Joining just 
about every other actor in the west¬ 
ern world who has signed on to Pe¬ 
ter Jackson's adaptation of LORD 
OF THE RINGS are Cate 
Blanchett, who will play elf queen 
Galadriel, and Christopher Lee, tak¬ 
ing the role of Saruman. 

Big genre plans for Sandra Bul¬ 
lock. whose Forlis Films is readying 
a live-action feature, ALISON'S 
STARTING TO HAPPEN—about a 
ghost trying to find the meaning to 
her life—and two animated pro¬ 
jects: an adaptation of William 
Joyce's NICHOLAS CRICKET, and 
JINGLE, in which a sarcastic elf at¬ 
tempts to redeem himself by re¬ 
forming the world's naughtiest 
girl....Leslie “Never Met a Dead 
Horse I Couldn't Beat" Nielsen is 
starring in 2001: A SPACE TRAV¬ 
ESTY. in which he plays a bumbling 
U.S. marshal (breakout role!) chas¬ 
ing after aliens....Please feel free to 
contact the Bubble Factory with al¬ 
ternative titles for A FATE TOTAL¬ 
LY WORSE THAN DEATH, about 
a group of teenagers who experi¬ 
ence premature aging as retribu¬ 
tion for their bad behavior. Julie 
Benz, Monica Keena, Nicole Bilder- 
back, and Christopher Lloyd co- 
star; John Kretchmer directs. 

Dan Persons 

New releases 

THE GREEN 
MILE Dec 10 
Winrr Bm*. With: Tom tinnki. 

Writer-director Frank Darabont 
(THE SHAWSHANK REDEMP¬ 
TION) tries his hand at a second 
Stephen King adaptation. Page 
16. 

STUART LITTLE Dec 17 
Sol; Picture*. With: Ccr*i Divll. 
Michael J. Fai. Gw Wilder. 

A talking mouse is born to a 
human family. Page 48. 

BICENTENNIAL 
MAN Dec 17 
ToacbilaK. With; Kohia Wilhimi 

Chris Columbus directs Robin 
Williams as a robot in an adapta¬ 
tion of Isaac Asimov Page 54. 

GALAXY QUEST Dec 24 
DreamWorki. With: ,SI*oqrae) Weaver, 
Tin Mien* Ton? Shalhnuh 

A wicked parody of the STAR 
TREK phenomenon Page 8 

SUPERNOVA Jan 14 
MOM. With: Jamrt Spader, \0gr1i Hi* 
tell. RnMa Tuaary I.ttu blanoid Phillip*. 

Alien Smithee's epic outer 
space adventure. Page 32 

HANGMANS 
DAUGHTER: Jan 18 
Hurm Viiii Huittr Video. With: Michael 
Parki, Rfbrcci f»ny heart, An OIL 

The prequel to FROM DUSK 
TILL DAWN, filmed in the idiom of 
the spaghetti western. Page 52. 

LOST SOULS Jan 26 
New l ine tiirni. W iih; Winona Rydfr, 
Rra C hnplin* John Hurt, 

The directing debut of cine¬ 
matographer Janusz Kaminsky, 
THE EXORCIST for Y2K. Page 30. 

SCREAM 3 Feb 4 
DlmeniiM-Vilrami. With: timid Ar¬ 
quette* Ne*e Ompbell. Courteney Cm, 

Wes Craven directs the final 
chapter of the self-referential 
slasher series Page 12 

PITCH BLACK Feb 17 
USA HIm., With: Via Dincl. Cafe Itau.rr. 

David Twohy (THE ARRIVAL) 
directs an interstellar monster 
movie. Page 6. 

CROW 3: 
SALVATION Mar 3 
(Hmentian. With: Eric Mnbiiii, Kirtlen 
Dint, William Atherton* Jodi Lyn O*- 
Krtfr, 

Rekindling the horror franchise 
based on the graphic novel by 
James O'Barr. Page 28. 

THE NINTH GATE Mar 31 
Artlmn. With: Johnny Elepp. trank Laa- 
|tlli, Uni Oltn. Emanurlle Stljirr. 

Roman Polanski directs a su- 
pernatural thriller about a book 
that can summon the ultimate dark 
powers, based on “The Dumas 
Club" by Arturo Perez Reverie. 
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Disney revamps their 
classic with new 

segments in IMAX. 

Joining Mickey's Sorcerer's Apprentice is Donald Duck (I) in a 
new segment "Pomp and Circumstance,*' opening January 1, 

By Mike Lyons 

Disney opens their newly re¬ 
vamped FANTASIA 2000 at se¬ 
lected IMAX theatres nation¬ 
wide on January 1, 2000. Some 
of the most famous vignettes 
from the original have been 
deleted to make way for the 
seven new segments. “The most 
difficult for me was to lose the 
whole ‘Night on Bald Mountain 
scene/’ admitted Roy E. Dis¬ 
ney, Walt’s nephew who heads 
the studio’s animation depart¬ 
ment. “It’s just such a classic 
piece of animation. To see that 
go was tough. But, the only way 
that you could use that piece 
was at the end. We tried it once, 
actually, in the middle, without 
Ave Maria. It doesn’t work. 
Anyone who has seen the movie 
would have just felt cheated. 
It’s interesting, because the film 
has changed. I’ve gone forever 
saying that nothing has 
changed. But the cutting and the 
pacing of what we do 
today is just so much 
faster.” 

The directors of 
each of the new seg¬ 
ments in FANTASIA 
2000 faced their own 
sets of artistic chal¬ 
lenges. Francis Gle- 
bas, who helmed the “Pomp and Circum¬ 
stance” segment, which is being used as a 
vehicle for Disney’s most famously foul- 
tempered fowl, Donald Duck, hit a brick 
wall that can only be called surrealistically 
Disney. 

“In one scene, (Donald] is sunbathing in 
a hammock with this tropical drink," said 
Glebas. “He jumps out of the hammock and 
he isn’t wearing a shirt, Daisy comes over 
and gives him a shirt to wear. So, a big 
question came up, ‘Is Donald naked?’ It 
was a big contention, ‘Can wc have a naked 
Duck?’ What’s funny is, it was considered 
okay once he puts on his shirt and yet his 
bottom is still exposed!” 

It may sound like nothing more that fod¬ 
der for a late night talk show monologue, 
but “Pomp and Circumstance” is indeed a 
big deal for both Donald and Disney. After 
all, it was “The Sorcerer’s Apprentice” seg¬ 
ment in the 1940 original (also featured in 

the sequel) that served as a comeback ve¬ 
hicle for Mickey Mouse, when the char¬ 

acter’s popularity began to wane. 
This new companion piece to “Sorcer¬ 

er’s Apprentice” uses the familiar, gradua¬ 
tion day strains of “Pomp and Circum¬ 
stance,” as it tells the story of Noah's assis¬ 
tant, Donald Duck, who is trying desperate¬ 
ly to get two of each animal on to the ark. 
There’s just one that he can’t find—Daisy 
Duck. In a nod to SLEEPLESS IN SEAT¬ 
TLE, the two characters spend the majority 
of the musical segment just missing each 
other. 

“The whole thing being done in pan¬ 
tomime really lent itself to Donald,” said 
Glebas. “It was actually like doing a silent 
film, only it was much trickier, because if 
we made a little change, the music didn’t 
change, so you had to come up with new 
‘bits of business’ to stick in where the old 
‘business’ was.” 

Glebas also added, “What’s really inter¬ 
esting is that it really ‘reads’ as Donald 

Duck even though there’s no di¬ 
alogue. That was a real trick. 
We began to realize that the 
more you ‘smash’ Donald and 
make things go wrong for him, 
that it was funny. Then, at one 
point, I realized, ‘Wait a 
minute, we have to make sure 
that he really deserves it.’ 

“The thing about Donald is 
that he’s that piece of us that 
tries, against our better will, to 
do something that he shouldn't 
be doing and that’s why he de¬ 
serves to be ‘smashed.* That’s 
what was funny. So, there was 
this really fine line. We had to 
make sure that it was woven 

tF in. 
Glebas also remembered that, 

originally, the segment had a 
larger scope. “Michael [Eis¬ 
ner’s] original idea was to use 
‘Pomp and Circumstance* with 
Donald, Mickey and Goofy in a 
high school gymnasium, gradu¬ 
ating. That’s how it started, 
with the characters getting 
diplomas. It then grew to the 
point that every single Disney 
character was going to be in it. 
That got complicated, because 
then the realization came— 
‘Who was going to animate all 
of this?’ It would have been a 

real challenge.” 
Glebas, who had been working on other 

segments of FANTASIA 2000, presented an 
idea for one of them, to be themed around 
the story of Noah’s Ark. When he heard that 
the studio was searching for one of the new 
segments to spotlight Donald, he quickly 
modified his idea. “I did this poster of Don¬ 
ald, putting his hand out, waiting for a rain¬ 
drop to fall,” noted Glebas. “It read: ‘It’s 
Donald’s Last Round-Up.’That became the 
title, which was later changed to ‘Noah’s 
Duck.’” 

Glebas can’t believe that he’s been in¬ 
volved, not only with one of the studio’s 
most eagerly awaited films, but with Dis¬ 
ney’s most famous, pants-lcss, Duck. More 
importantly, he can’t believe that FANTA¬ 
SIA 2000’s long road is now coming to an 
end, as he noted, with a laugh, “I started 
working on the film in ’92. That was the 
year my son was bom and when it comes 
out in theaters, he’ll be able to read my 
name in the credits!” □ 
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Screenwriter David 
Itoohy directs his 

horror/sci-fi hybrid. 

Twohy (I), writer and director of THE ARRIVAL, rehearses stranded space 
travelers Cole Hauser and Rhada Mitchell during filming In Australia 

By Joe Fordham 
“We were looking for a story 

that was about fear of the dark." 
producer Tom Engclman re¬ 
called, speaking from his office 
at Warner Roadshow Studios on 
Australia’s Gold Coast where 
he filmed PITCH BLACK, a 
new science fiction thriller from 
Polygram, scheduled for release 
in the first quarter of 2000 from 
USA Films. 

Written and directed by 
David Twohy (THE ARRI¬ 
VAL), from a screenplay origi¬ 
nated by Ken and Jim Wheat, 
PITCH BLACK began shoot¬ 
ing August 19, 1998, after two 
years in development at Inter¬ 
scope Communications. Engel- 
man brought in Twohy after 
their past association on the 
thriller TERMINAL VELOCI¬ 
TY. Coober Peedy, South Aus¬ 
tralia (Mad Max’s stomping 
ground), was chosen to repre¬ 
sent the main location, an arid 
planet blasted by three suns 
which set once in every 60 
years. The story begins when a 
passenger spaceship crash- 
lands on the planet. The sur¬ 
vivors find giant alien bones, 
weird petrified vegetation, an 
abandoned settlement and no 
life—until darkness falls. 

“It’s first and foremost a 
scary movie,” Engclman em¬ 
phasized. ‘The fact that it is set 
on an alien planet and takes 
place in the future is important 
but not the fundamental reason 
for us making this movie. It’s a 
movie about a group of people 
thrown together who must 
struggle to survive the most 
dangerous, most frightening 
night imaginable.” 

The survivors are comprised 
of an ensemble cast of largely 
unknown actors lead by Radha 
Mitchell (HIGH ART) as the 
sole surviving spaceship pilot, 
Cole Hauser (GOOD WILL 
HUNTING) as a hard-boiled 
cop, and Vin Diesel (SAVING 

PRIVATE RYAN) as Hauser’s 
convict charge, a murderer with 
eyes enhanced to sec in the 
dark. Engclman compared the 
casting to the first ALIEN in 
that their aim was to create "a 
character thriller at the core of 
this scary visual effects movie." 

Another referent, though 
more obscure, was the 1953 
Henri Clouzot film WAGES OF 
FEAR, wherein four greasy 
down-and-outs cross a harsh 
and barren landscape ferrying a 
cargo of nitroglycerine which 
could blow at any minute. The 
explosives in PITCH BLACK 
are of the carnivorous alien va¬ 
riety, furnished by a team of 
digital and creature effects 
artists under the design aegis of 
Patrick Tatopoulos. 

From December 1997 
through September 1998, the 
creature design period had been 
an unusually long but rewarding 
process for Tatopoulos. “I got 
involved when I was actually 
still on GODZILLA when I met 
David Twohy for the first time. 
I got excited about the concept 
right away and produced two 
renderings of the basic crea¬ 
tures. I showed these to David 
and every time we talked I 
would go away and redesign 
and push it and push it, until he 
brought from me the ideal con¬ 
cept of ultimately designing 
something that surprises me as 
well. This time I’ve got some¬ 
thing that goes beyond what I 
think I could have done on just 
my own.” 

All creature imagery has 
been labeled classified at this 
stage to preserve the mystery 
lurking in the dark, part of the 
challenge of creating "a pitch 
black movie.” Suffice it to say 
95% of the creature chores have 
been assigned to CGI, super¬ 
vised by Peter Chiang (THE 
BORROWERS), with the re¬ 
mainder of the mechanical ef¬ 
fects fabricated by local Aus¬ 
tralian creature maker John Cox 
from the Tatopoulos designs. 

Engelman elaborated, “As 
the nocturnal world blooms to 
life, I think everyone will have 
a sense of the immensity of the 
challenge that these people are 
up against to survive. But you 
aren’t going to be seeing a thou¬ 
sand bugs during daylight. It's 
all what you don’t see, isn’t it?” 

Another point of reference to 
Ridley Scott’s ALIEN perhaps? 
The 1979 classic also came up 
in conversation with Tatopoulos 
as an inspiration for himself and 
his director Twohy. ’‘ALIEN is 
the perfect film where you can't 
tell the size of the creature, or 
even its shape. You saw aspects 
of the creature that looked like 
something else. I think we have 
that with PITCH BLACK, but 
it’s a fine line to confuse the eye 
and still retain design integrity 
when you reveal the full crea¬ 
ture. Without getting into detail, 
I believe we’ve created some¬ 
thing that is not a monster, that 
feels like a natural living thing.*' 
Having said that, Tatopoulos 
was certain his creation would 
not elicit our sympathy. “No, 
it’ll just look cool,” he laughed. 
“These are evil little things that 
you just can’t stop. You want to 
see them dead." 

Even after all this careful 
preparation, at the time of writ¬ 
ing in the final month of shoot¬ 
ing, both Engclman and Tato¬ 
poulos indicated elements of 
creature design were very much 
in-process. Engclman com¬ 
mented, “We’re finding the best 
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Vin Diesel as an interstellar escaped convict with eyes enhanced to see In the 
dark, on an arid planet with three suns that set only once every 60 years. 

Hit’s a fine line to confuse the eye 
and still retain design integrity,” 

said creature designer Patrick Tato- 
poulos. “We’ve created a monster 

that feels like a natural thing.” 

antagonist for our characters, if 
I can put it in that way, in terms 
of how our characters meet their 
demise. Some of these things 
are effecting design." A true ex¬ 
ample of the effects of digital 
filmmaking, where perfor¬ 
mance is adjusted in post-pro¬ 
duction. Tatopoulos concurred, 
“This project has been a design 
job," his studio manufacturing 
the nemesis, deciding in post- 
production “the way it acts, the 
way its musculation and the pat¬ 
tern of its body-changes in mo¬ 
tion.” According to Tatopou¬ 
los, the results have been 
more than up to scratch. 4it 
has become almost like a 
friendship now because I 
consider my job done. If 
there’s anything else to be 
done 1 do it because I want to 
do it. When I create a crea¬ 
ture effect, I think I might as 
well finish every detail, it 
just makes me feel better. 
(He laughed.] It’s my baby.” 

Shooting, however, was 
not without its problems, 
courtesy of the Australian 
winter. Engetman recalled 
the whole location shoot 

seemed cursed. “We worked on 
sacred Aboriginal ground. Now 
we had a very respectful, recip¬ 
rocal relationship with the Abo¬ 
riginal community, but it did 
seem that there were a series of 
inexplicable weather condi¬ 
tions. The satellite picture for 
the next morning would read 
absolutely clear, we'd go out 
and it would be storming and 
raining and lightning, then we'd 
have the weather forecast sent 
to us again and it would be ab¬ 
solutely clear. We had 80 mph 

winds where Mother Nature 
herself seemed to be turning 
upon us. Kind of an interesting 
mood for a scary movie." 

Conditions for the cast were 
miserable. “It rained almost 
every day. It was almost snow 
condition temperatures. What's 
funny about it was we had peo¬ 
ple running about in stripped- 
down clothing with gel all 
spritzed with water, having to 
look like they were cooking in 
the sun and they were freezing 
in the cold and in the rain.” 

A headache indeed for direc¬ 
tor of photography David Egg- 
by. Veteran of VIRUS and 
MAD MAX, Eggby proposed a 
solution to the weather problem 
which proved to be a unique 
and cost-saving method for 
generating alien skies. Engcl- 
man recalled, “We used a 
process called bleach bypass, 
which we kind of stumbled on 
when we were testing night 
photography to find the richest 
blacks. The way bleach bypass 
works is you skip the bleach 
bath when developing the film, 
leaving more silver in the nega¬ 
tive, redistributing colors and 
bringing out the contrast. The 
end result was it gives us these 
really trippy daytime skies. But 
it's a risky process. You’re ef¬ 
fecting the negative, which we 
tend not to do in America be¬ 
cause there's no going back. 

David Eggby really mastered 
this technique and we're really 
pleased with the results.” 

Ultimately, Engelman and 
Tatopoulos defer to David 
Twohy as their main source of 
inspiration and energy through¬ 
out the project. For Tatopoulos 
it was a rare meeting of minds, 
“David more than understands 
effects. He's an extremely 
clever man. Truly. I don't say 
that about everybody I work 
with, but David is fantastic. He 
will search until he finds what 
he wants. I think it was a new 
experience for me in that sense. 
My limits moved further. I'm a 
commercial artist, we all have 
our signature, if people come to 
you, you expect they’re coming 
to you because something that 
you've done before, but ulti¬ 
mately there is also a human 
side to this relationship. We sat 
down together for hours and we 
really had a great time. It was 
fantastic. We understood each 
other. It took a long time, but 
we were always moving in a di¬ 
rection we felt more comfort¬ 
able with. It was truly a great 
experience.” 

Engelman concluded, “Da¬ 
vid Twohy wrote a script that 
would stand on its own without 
any visual effects. His ap¬ 
proach is not to depend upon 
visual effects and spectacle to 
tell his story. The story, the 

characters, the development, 
the issues of fear and anxi¬ 
ety and tension, all those 
things that go into the craft 
of story-telling are there, 
and the story stands by it¬ 
self. The movie is charged 
with this ticking bomb as 
the lights our characters are 
carrying flicker out one by 
one. It allows for tremen¬ 
dous character conflict. It 
allows for great tension. You 
never know until you actual¬ 
ly shoot a story if that's go¬ 
ing to come to be, but I 
think he's got a really excit¬ 
ing thriller.” □ 

Hauser’s interstellar cargo ship, filming the 1:36 scale model at LA.'a Hunter Gratzner 
Industries. USA Films opens the Polygram production nationwide In early 2000. 
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Tim Allen and Sigourney Weaver 
star in a wicked parody of STAR TREK. 

The Questarians. Sigourney Weaver as Gwen DeMarco, Alan Rickman as Sir 
Ai.v.nH« none Tim Allen as Shatner look-alike Jason Nesmith, and Tony Shalhoub. 

By Mitch Persons 
GALAXY QUEST, which 

opened December 10, is a 
parody of classic STAR 
TREK-like TV performers 
Jason Nesmith, played by 
William Shatner look-alike 
Tim Allen and Gwen DeMar¬ 
co (Sigourney Weaver). In 
the seventies, they were 
among the stars of the outer- 
space scries of the title which 
ran for four seasons, was 
abruptly cancelled, and was 
almost immediately forgot¬ 
ten. 

Now, 20 years later, the 
once-popular stars of the 
show have been forced to 
make token appearances at 
science fiction conventions, 
mostly for the sake of a 
handful of loyal fans, and for 
the few meager dollars the 
conventions bring in. While the 
‘•Questarians" have been going 
from convention to convention, 
a group of aliens from the plan¬ 
et Thcramin have been moni¬ 
toring syndicated reruns of 
GALAXY QUEST. The Thcr- 
mians are convinced the broad¬ 
casts are not fiction, but real 
historical documents. The 
aliens visit one of the conven¬ 
tions and whisk Nesmith, De¬ 
Marco, ct al, away to their so¬ 
lar system to—need it be 
said?—save it from destruc¬ 
tion. 

Without the novelty of the 
TREK parody it sounds like 
THE LAST STARFIGHTER, 
MOM AND DAD SAVE THE 
WORLD or CAPTAIN ZOOM. 
“There is a new angle here, 
though,” noted actor Jed Rees, 
who plays Tcb, a Thermian, “that 
docs set GALAXY QUEST 
apart from other sci-fi films with 
the same theme. The angle is: 

how can these aliens, who are 
so scientifically advanced, be 
so naive as to believe that a 
fictional show is actually the 
real thing?” It was an impor¬ 
tant question for Rees, who 
plays a member of the race that 
kidnaps the TV has-beens. 

“1 puzzled about that ques¬ 
tion for some lime, but then I 
saw that the answer pretty 
much adhered to the basic be¬ 
lief that (evolution can( go in 
different directions. Our Earth 
developed television, whereas 
another civilization, like the 
Thermians, may have had dif¬ 
ferent choices to make as a civ¬ 
ilization. They may not have 
even thought of television, and 
they hadn't evolved to the point 
where they knew what false¬ 
hoods or deceptions, or pretens¬ 
es were. It was almost as if the 
Thermians may have had their 
version of Adam and Eve, but 
Eve never took a bite of the ap¬ 

ple.” 
Rees, whose alien makeup is 

unmistakably homo-sapiens- 
looking, certainly gives the im¬ 
pression that Teb could have 
evolved from Adam and Eve- 
like antecedents. “Oh, no, 
Rees laughed, “this is just a dis¬ 
guise that the Thermians as¬ 
sume. Actually, in their natural 
form they resemble gigantic 
squids. The creatures have 
these appearance generators 
that they carry in their belts, 
and they flick them on to look 
human so they can interact with 
Nesmith and the rest of his hu¬ 
man cast." 

The appearance generators 
do cause some problems. Al¬ 
though most of the aliens that 
the Galaxy Force encounter arc 
benign, there is the evil element 
that they arc forced to confront. 
Noted Tim Allen, “Sarris is the 
villain of this piece, and he is 
not messing around. He's pretty 

violent when he finally 
meets up with Nesmith, and 
Nesmith gets the crap beaten 
out of him. In the scene I just 
finished doing today, Sarris 
has shapeshifted so that he 
looks like crewmember Fred 
Kwan. I get the chance to 
beat the crap out of him this 
time, though. 

“But I think I went a little 
too far. In the fight, I hit 
Tony [Shalhoub] pretty hard 
in the head, for real. Dean 
[Parisot, the director| shout¬ 
ed, *Get that actor out of 
there!’ Not Tim, not Allen, 
but ‘that actor.’ So they put 
the stunt man in. He man¬ 
aged to gel through the scene 
without giving anybody a 
concussion.” 

Alien abductions, slimy 
monsters, fistfights. 
GALAXY QUEST doesn’t 

sound much like a comedy. “It 
does start out dramatically 
enough,” said a blondc-wigged 
Sigourney Weaver, “what with 
these struggling, out-of-work 
actors trying to re-establish 
themselves in a business that 
has pretty much forgotten 
about them. That part is very 
touching. But when you con¬ 
sider the outrageous characters 
that arc involved in this story, 
like Jason, Tim’s character, 
who is a hard-drinking blow- 
hard and a bully, and Gwen, 
the woman 1 play, a big, buxom 
ovcr-the-hill blonde starlet— 
sort of a latter-day Norma 
Desmond—then the humor 
creeps in, and you can just sit 
back and laugh at the antics. 
There is even a conventioneer, 
played by Sam Rockwell, who 
comes along with the Questari¬ 
ans on their odyssey, and he is 
terrified the whole time. He’s a 
longtime fan of sci-fi shows. 
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Allen end Weaver on the bridge of the NSEA Protector, built by aliens from TV Images of their cancelled series, production design by Unda DeScenna, 

and he keeps insisting that the 
‘unnamed crew member ’ is go¬ 
ing to be the first one to die. 
There’s one scene where he 
goes, *My name is Fleegman. 
It’s Fleegman,’ as if that will 
protect him.” 

Alan Rickman, the London- 
born actor who plays Sir Alex¬ 
ander Dane and his half-human, 
half-reptile TV alter ego, and 
who is known primarily for se¬ 
rious roles in such films as DIE 
HARD (1988,) and MICHAEL 
COLLINS (1996) has a very 
pragmatic view about comedy. 
“Acting is probably the only 
profession where we have a 
sense of humor about our¬ 
selves. In GALAXY QUEST, I 
play a dignified Shakespearean 
actor who has made a name for 
himself playing a fellow who is 
part snake. 1 walk around all 
the time wearing this reptilian 
headpiece that gets more and 
more disheveled as time goes 
on. It doesn’t affect Dane in the 
slightest; even with the 
moldering makeup, he never 
loses his dignity. If that isn’t 
laughing at yourself, I don't 
know what is.” 

The self-effacing humor 
seems to carry over onto set de¬ 
sign. Built under the supervi¬ 
sion of production designer 
Linda DeScenna, the back¬ 

grounds have an almost cheesy 
look to them, wonderfully 
evocative of the look of the 
original STAR TREK. 

“That's especially true with 
the inside of NSEA Protector,” 
said DeScenna. “The Thermi- 
ans have built this ship with 
which to transport the Questari- 
ans to their planet. Since the 
only design the Thermians 
know is one they've seen on the 
TV broadcasts, they reproduce 
it as best they can, and the set 

wasn't that spectacular to begin 
with.” 

The interior of the NSEA 
Protector was originally sup¬ 
posed to have been more elabo¬ 
rate and realistic-looking than it 
eventually turned out, Harold 
Ramis was initially tapped as 
the director of GALAXY 
QUEST and in November, 
1998, DeScenna flew out to 
Chicago to confer with him. 
“Harold and his associates’ con- 
ception of the ship was they 

wanted the bridge to be like it 
was executed by a very expen¬ 
sive production designer who 
had a lot of money,” said De¬ 
Scenna. “Then, 1 guess, Harold 
decided that his type of direc¬ 
tion wasn’t right for the project, 
so we started working with 
Dean. Dean’s idea of design 
was a little more economical, a 
little more self-mocking. We 
were able to make things look 
cheap enough, but I would have 
liked to have made them look 
even cheaper. 

“Harold had his own ideas 
about what he wanted the pic¬ 
ture to look like. The way the 
script was initially written, it 
took place not in the present 
day, but in some unspecified pe¬ 
riod, probably the late sixties. 
Harold insisted that everything, 
the sets, the costumes, be de¬ 
picted as purposely dark and 
vague. When Dean came on 
board, he switched the time pe¬ 
riod to the late seventies, the 
early eighties, and then finally, 
the beginning of the millenni¬ 
um. Now the sets arc more 
modern, more brightly lit, and 
are a little more technical, per¬ 
haps. 

“We also added detail. There 
is one scene which takes place 
in an outer-space hospitality 
room, like a place you might 
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Alan Rickman as Dr. Lazarus In “Today Is the Tomorrow of Our Yesterdays," 
capturing the production design and lighting of the classic STAR TREK to a ‘T.’ 



Allen as Taggert and Rickman as Dane In "The Blvraklum Element," aiming 
their phaser on laughs in a parody ol the Kirk and Spock Trek relationship. 

DESIGNER LINDA DESCENNA 

<<0ne of the reasons I wanted to do this film 
was we could let things be kind of tacky. It helps 

with laughs if you can look at a set and say, 
‘Hey, that doesn’t look like a real spaceship.’” 

find at an airport. As the rooms 
were first conceived, the walls 
were decorated in an uninterest¬ 
ing and flat way. We decided 
that we wanted the place to rep¬ 
resent different planets and 
galaxies, so we created these re¬ 
alistic-looking, though nebu¬ 
lous, symbols which were 
placed all around the room, 

“Also sort of bland were the 
uniforms that the Galaxy Quest 
people wore. 1 remember seeing 
a design in a book of a little 
round symbol with a satellite 
and stars circling around it. I 
took that design and adapted it 
as the GALAXY QUEST sym¬ 
bol on the uniforms. It’s on all 
the sleeves, and also can be 
seen in the bridge section of the 
GALAXY QUEST spaceship, 
the NSEA Protector. 

"There was one area that I 
originally thought of that I 
was kind of disappointed was¬ 
n’t fully developed. Under 
Harold's direction, every inte¬ 
rior was going to be really 
small and tight and window¬ 
less. GALAXY QUEST is 
based on the idea that every¬ 
thing from a TV series is tak¬ 
en to be real, and w hen you do 
a TV series, you don’t have a 
lot of money, and so you build 
something that is 17 by 17, in¬ 
stead of 50 by 50. Dean said 
that it would be very hard to 
shoot anything that 
cramped and tight. I really 
liked that initial idea, but then 
we got away from that, and 
things got a little bigger. 

“Dean did manage to change 
more than sets and design. 
When Harold was on the film, it 
was a different script. It wasn't 
as much of a sci-fi adven¬ 

ture/comedy as it is now. Of 
course, in fairness to Harold, 
when he was working on this 
picture, nobody had been cast, 
and the era in which the events 
took place hadn't really been 
settled on. Dean had a much 
more solid script to work with, 
and by the time he started. 
Sigourney Weaver, Tim Allen, 
and the others had already been 
signed. 

“One thing that I was aware 
of. and that 1 did mention, even 
to Harold, is something that all 
TV shows do, which we kind of 
did, but not as much as I would 
have wanted, and that was re¬ 
use set pieces so we actually 
recognized them: the furniture, 
the walls, because that’s what 
they actually did in TV. We did¬ 
n't get a chance to do that be¬ 
cause of time. 1 wanted to re¬ 
use props, to have specitic 
props that we actually saw in 
Jason Nesmith’s house, like he 
had taken them home. I wanted 
to have this motif of recognition 

going. 
“One of the reasons I wanted 

to do this film is because every¬ 
thing didn’t have to be real 
high-tech, and vacu-formed, 
and we could let things be, kind 
of. well, tacky. And so it just 
evolved that way. Besides, it 
helps with the laughs if some¬ 
body can look at a set, and say, 
‘Hey, that doesn’t look like a 
real spaceship.”' 

Quite true, but realism can 
also heighten comedy. Bill 
George, the superbly creative 
co-visual effects supervisor on 
STAR WARS: EPISODE I— 
THE PHANTOM MENACE 
tackled a similar job here on 
GALAXY QUEST. In his office 
at Warner Hollywood Studios in 
Los Angeles, it is astounding 
how many GALAXY QUES I 
illustrations adorn the walls and 
desk. George is almost lost 
among them. 

“I do think.” George says, 
“that the comedy is strength¬ 
ened by the fact that the effects 
we have created look real. They 
don’t look cartoony or phony. 
And that is something we all 
struggled with at the outset: do 
we make these monsters and 
machines hokey or horrendous? 
GALAXY QUEST is a come¬ 
dy, a lampoon, perhaps, yet it is 
a science fiction lampoon. It's 
different from a lot of the 
STAR TREK and STAR WARS 
films that I’ve worked on, 
where things are presented as 

fantasy, but serious fantasy. 
Here, everything is supposed to 
be funny, but the humor derives 
from plausible people reacting 
to implausible situations and 
characters. Cheap, unconvinc¬ 
ing monsters and gadgets just 
don’t fill the bill.” 

George pointed to a picture 
of what appeared to be an in¬ 
verted test-tube sitting atop a 
petri dish. “Here’s an example. 
This is a transport pod. The 
Thermians have their own 
technology that they use, and 
they use it to get Jason Ne¬ 
smith to them, and basically it 
is a disk that Jason stands on, 
and he gets covered with goo 
that protects him. and then it 
rockets him through space. 
And one of the great things is, 
up until this happens, Jason has 
no idea what’s going on. He 
drinks a little too much, and 
he’s slightly hung over, so he 
thinks that this whole contrap¬ 
tion has been built by some 
kids in their garage, but then 
when he's transported to the 
spaceship, and these doors 
open and reveal everything to 
him, it dawns on him that it's 
all real. 

“Stan Winston, who is do¬ 
ing most of the creature de¬ 
signs on this film, has come up 
with some pretty wild ideas of 
his own, [including] a gigantic 
octopus-like thing about to de¬ 
vour a spacecraft. There is a 
sequence when Tommy Web¬ 
ber, who played the navigator 
on the original GALAXY 
QUEST series, has to become 
a real-life pilot, so he watches 
a rerun of the show, an episode 
where the Questarians have to 
outrun this huge mollusk. 
From watching the broadcast, 
Tommy learns to be a top gun 

pilot. 
“That mollusk is pretty au¬ 

thentic-looking, but every 
once in a while, we revert to 
trying to make something look 
tacky, especially if it was a 
creature that was supposed to 

Jed Rees as Teb. a Thermion from the Klatu Nebula, leading a delegation to 
recruit the TV has-beens Into a real space war, with no Idea what an "actor is 
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appear on the series. We creat¬ 
ed [one] space creature that 
looks like it’s made out of rub¬ 
ber. You can see cracks and 
chips, it looks real hokcy. The 
peculiar thing is that the crea¬ 
ture is actually CGI. It might 
have made more sense to just 
build this thing out of real rub¬ 
ber, but it was cheaper to go 
CG, and we do get more con¬ 
trol when we do it in the com¬ 
puter. If we build something 
and shoot it on stage, we do it 
once, and then if Dean, our di¬ 
rector, doesn't like it, well, 
we’re kind of stuck. On the 
computer we can try it, and we 
go ‘What do you think?' ‘Make 
him move faster,’ or whatever.” 

George held up a picture of 
a revolting-looking insect. 
“This is the blood tick, and he 
is one of my favorites. There’s 
a sequence where after the 
Thermians have gotten the cast 
on board, they make a dinner 
for all of them, and for Jason 
they make steak, for Gwen they 
make this French food, every¬ 
body has their own food. Well. 
Sir Alexander, because he's 
supposed to be an alien, they 
have this hideous bowl filled 
with live leeches—like our 
friend, here. It's really great to 
sec the expression on Alan 
[Rickmanj’s face when he picks 
this thing up on his spoon. 

“Alan’s expression perhaps 
sums up the whole underlying 
theme of GALAXY QUEST. 
We have a situation that is total¬ 
ly far out, yet within the bound¬ 
aries of the story, we want the 
tension to be real, the drama to 
be real, and we want the come¬ 
dy to be real. Alan's face tells 
us, yes, this is horrid, and this is 
actually happening, hut this is 
also extremely funny.” 

Noted Daryl Mitchell (10 
THINGS I HATE ABOUT 
YOU. VERONICA’S CLOS¬ 
ET) the outgoing young actor 
who portrays Tommy Webber. 
“There are a lot of laughs in 
this movie. But there were 
even more laughs behind the 
scenes, and most of them came 
from Tim Allen. We all know 
Tim is a fine comic actor, but 
he never seems to forget that 
he is first and foremost a co¬ 
median. And he will play to 
anyone who is within earshot. 
That person was usually me 
this time. Not that I minded. 
The guy is hilarious!” 

Queen of Outer space 
Sigourney Weaver pokes fun at Ripley. 

"You may be wondering 
why, after playing Ripley 
in the ALIEN films, that I 
would want to do another 
sci-fi project,” said Sigour¬ 
ney Weaver on the set of 
GALAXY QUEST, “it was 
not an easy decision. And I 
guess it was an odd decision, 
because I immediately saw 
Gwen—Tawny—who is not 
really described, as this big, 
overblown, sort of stat¬ 
uesque blonde. Initially, I 
thought it was probably a 
bad idea to do this. But I was 
drawn to it. I love Tim Allen, 
I love Alan Rickman, and I 
loved the script, and I 
thought, I don’t know if it’s 
appropriate for me to play 
this part, but I'm really 
drawn to Gwen, because I've 
never played anyone like her. 
I see her as an extension of 
every frustrated starlet who 
ever existed. 

“I got ALIEN. Gwen got 
GALAXY QUEST. I can just 
picture Gwen’s manager say¬ 
ing, ‘Look, this is a series. 
This is going to put you on the 
map. It’s going to make you a 
star.’ So that was her cross¬ 
roads. She did the scries, and it 
was great for what it was, but 
she was totally this sex object 
in it, an image she didn’t want. 

“GALAXY QUEST is 
about these unbelievable 
losers, with no sense of self- 
worth, that get put into this sit¬ 
uation that they have absolute¬ 
ly no idea how to handle, yet 
there arc these creatures who 
think that they’re gods. From 
this irony comes most of the 
humor of the picture. If I un¬ 
derstand Dean’s [Parisot, the 
director! andour writers David 
Howard and Robert Gordon’s 
vision correctly, it is also al¬ 
most like a WIZARD OF OZ 
sort of thing, where each of us 
get what we need from this ex- 

After playing Ripley In three ALIEN movies. 
Weaver tackles comedy as washed-up Gwen 

DeMarco, trying TV action moves for real. 

periencc, and we come out ful¬ 
filled.” 

Weaver has been adept at 
comedy before, most notably 
in GHOSTBUSTERS I and (I 
and WORKING GIRL. "But 
this is the first time I've taken 
my Ripley persona and trans¬ 
ferred it into a comedy, al¬ 
though I think that the prim 
and proper costume I wear in 
GALAXY QUEST has killed 
the memory of Ripley forev¬ 
er. And it is very, very differ¬ 
ent playing a sci-fi comedy, 
with the long w'aits, and 
everything. On these long se¬ 
tups, it’s not like the other 
comedies I’ve done, where 
you play the scenes in pretty 
quick succession. Here, you 
have these two-hour breaks 
where you’re waiting for the 
green screen, and this and 
that. It is a challenge. I must 
say, to keep the lightness 
when there are so many 
breaks in concentration, 

“Dean manages to make 

these characters slowly 
evolve, rather than having 
them board the spaceship 
and immediately become 
heroes. I’m glad for that 
slow transition, because 
when the film begins, these 
people arc probably the 
least likely heroes in the 
world. I have many scenes 
where I am put to a test, 
and it’s just like watching a 
car accident; I’m waiting to 
be found out, but for some 
reason or another I always 
sort of squeak through, but 
it’s terrifying. Then, when 
everybody is together, we 
can be ourselves. Most of 
us arc trying to escape from 
this lunacy we’ve gotten 
ourselves into. 

“I see GALAXY QUEST 
as being a very relevant sto¬ 
ry. We have this villain, Sar¬ 
ds, a creature who looks 

like a giant squid, and he is in¬ 
credibly cold-hearted and cru¬ 
el. He is really a sadist. With 
Sards, it is genocide against 
the good Thermians, That 
whole invasion of Kosovo, and 
all the violence that is going on 
now, innocent people being 
gunned down, it has a lot of 
resonance with this film. What 
Sards is doing to these people 
is just what you read about in 
the news: get rid of them, wipe 
them out, for no other reason 
than they’re there.” 

Weaver noted she has fond 
memories of her ALIEN big 
break. “I was astounded by my 
good fortune. I was working 
with Ridley Scott, a director I 
admired. I used to wander 
around those magnificent 
ALIEN sets, and I used to think. 
‘This is so cool. They built this 
just for us. We don’t have to 
pretend anything.’ not realizing 
for a second that of course it 
was for the movie.” 

Milch Persons 
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Director Wes Craven on making the third 
time the charm, sans Kevin Williamson. 

Craven directs David Arquette as Deputy Dewey In SCREAM 3, which reunites 
the entire cast to end the horror franchise, with a script by Ehren Kruger. 

By Lawrence French 
The agony of my soul found 

vent in one loud, long and final 
Scream. 

Edgar A llan Poe 

SCREAM 3, the final 
episode in Dimension films 
highly regarded horror trilogy, 
will debut in theaters on Febru¬ 
ary 4, with all of the surviving 
cast and behind-the-scenes tal¬ 
ent returning, with one surpris¬ 
ing exception: the man who 
started the franchise, screen¬ 
writer Kevin Williamson. 
“ Kevin had too much work on 
his plate,” explained director 
Wes Craven, “and it was just 
not feasible for him to write 
SCREAM 3. Kevin actually did 
a treatment but we didn't use it. 
Kevin's story was set in Woods- 
boro again, and set much more 
among high school students. Wc 
wanted to be in a later stage of 
Sydney’s [Neve Campbell] life, 
since she had already been to 
college, and we went in a totally 
different direction. 

“Bob Weinstein [President of 
Dimension Films] brought in a 
new writer, Ehren Kruger [no 
relation to Freddy], who was 
someone 1 didn't know, but 
came from Bob’s stable of 
young geniuses. Bob had 
worked with Ehren on John 
Frankcnheimer’s REINDEER 
GAMES, and also on TEXAS 
RANGERS. Bob said, ‘Let 
Ehren take a shot at a treatment 
and see what you think. He can 
probably do it over the week¬ 

end.* Well, quite frankly, I 
thought Bob was crazy, because 
it was going to be a complete 
page one re-thinking of every¬ 
thing—nothing was going to be 
used from Kevin’s original 
treatment. So in four days 
Ehren came through with a 
complete outline of a really fab¬ 
ulous movie. After that, he 
came through with a script in a 
remarkably short time, and we 
were very happy with what we 
got from him. He's really like 
the next Kevin Williamson.” 

Williamson, who recently 
made his directing debut with 
the poorly received TEACH¬ 
ING MRS. TINGLE, faced a 
dilemma regarding SCREAM 3, 
because he clearly wanted to 
write the script. “SCREAM 
is my baby,” remarked 
Williamson, “but I was in the 

middle of postproduction on 
KILLING MRS. TINGLE as 
well as shooting WASTELAND 
and the script for SCREAM 3 
was due. I only had two weeks to 
write it, and I just wasn’t capable 
of doing it. Everyone was frus¬ 
trated with me, and it was a big 
sore spot. I got so overloaded 
that I called Bob Weinstein and 
said, *1 just can’t do it. Can we 
push this movie to next year?' I 
gave all the reasons I felt it 
should be pushed—because of 
all the violent stuff going on in 
the world and so-on, but they 
had already locked in Courteney 
[Cox] and Neve [Campbell], and 
it was impossible to push it into 
production in July and it was ini¬ 
tially scheduled for a December, 
1999 opening. 

“We all very much wanted to 
make it this year,” explained 

Craven, “so it all would be done 
in the 20th century, so to speak. 
We all had other obligations 
coming down the pike and that 
meant we had to go while we 
were all heavily committed in 
other areas. It was very diffi¬ 
cult, because both Neve and 
Courteney were back in their 
TV series, so we’re shooting in 
the so-called leisure time from 
their TV shows. We’ve been 
working on weekends, and so- 
forth, but it’s not that different 
from the way the other two 
SCREAM movies were made. 
They’ve always been worked 
around Courteney and Neve’s 
schedules, and their TV shows 
have been very cooperative." 

Ehren Kruger's new story¬ 
line opens with a murder on top 
of the famous Hollywood sign 
and then proceeds to follow 
Sydney Prescott, who is now 
pursuing an acting career in 
Tinseltown. Meanwhile, TV 
reporter Gail Weathers is host¬ 
ing her own talk show, and a 
Hollywood studio has begun 
filming STAB 3: RETURN TO 
WOODSBORO, based on the 
past events in Sydney's life. 
“One of the central events that 
occurs in SCREAM 3,” related 
Craven, “is the making of 
STAB 3, so we have a movie 
within a movie. And even 
though Sydney is not a part of 
the actual production of STAB 
3, she gets drawn into its world 
and is exposed to the false im¬ 
age of her own life and 
tragedies. She finds herself 
walking on the set and seeing 
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to Kevin or myself, who are 
making STAB 3t but that’s only 
because the story revolves 
around the making of a genre 
film. We haven’t gone quite as 
far as A NEW NIGHTMARE, 
where 1 appeared as myself in 
the movie. Directing this is a 
big enough part, believe me.” 

When Ehren Kruger 
completed his first draft 
script, Craven worked 
with the writer on fine- 
tuning it for about a 
month. “There was a 
great amount of input,” 
noted Craven, “which 
was why Ehren was 
working out of our pro¬ 
duction offices. We 

were trading pages back and 
forth and having meetings with 
him and our producers, Mari¬ 
anne Maddalena and Cathy 
Konrad. We all had ideas and 
we also had conference calls 
with Neve, Courtney and 
David, They would all have 
suggestions, so there was a lot 
of collaboration, as there should 
be, because the actors know 
more about their characters than 
almost anybody.” 

With original creator Kevin 
Williamson out of the picture, 
and a new writer on board, it 
was up to Craven to make sure 
the events depicted in 
SCREAM 3 matched the earlier 
films, as well as not let the story 
become a mere re-hashing of 
events from the first two films. 
"We always looked at this as a 
trilogy,” asserted Craven, “so 
we’re not doing the typical type 
of genre sequel, where they 
usually bring back the villain, 
whether it’s Freddy, Jason or 
Candyman, and then troupe out 
a whole new cast of victims. 
With a trilogy, you keep the 
same central core of positive 
characters, and then you can 
have a generational thing like in 
THE GODFATHER, but it’s ba¬ 
sically the same people, or the 
same family. So what we’re do¬ 
ing is showing people mature 

and grow, from the brashness of 
their youth, into the maturity of 
their adulthood. It’s basically 
set around the central character 
of Sydney Prescott, along with 
Gail Weathers and Dewey. So 
we’re seeing somebody from 
the side of law and order, some¬ 
body from the side of the me¬ 
dia, and somebody from the 
side of the ordinary citizen, 
starting as a high school stu¬ 
dent, then as a college student 
and now as a young adult. That 
makes it very different from the 
sort of generic characters that 
get loaded into most sequels. 
We feel that we are in a very 
different category, of, not a se¬ 
quel, but the final part of a trilo¬ 
gy. Also from everyone there is 
a consensus that there is not go¬ 
ing to be a SCREAM 4. When 
people see this one, they’ll be 
seeing the last SCREAM.” 

Of course if SCREAM 3 is a 
huge success, it seems highly 
probable that Dimension would 
want to continue with the fran¬ 
chise ad infinitum, but Craven 
insists that will be unlikely. “I 
certainly won’t do another one," 
exclaimed Craven, “nor will 

Craven's newly released first novel, a 
medical thriller, is the subject or his 
next film project for DreamWorks. 

Jenny McCarthy is featured in SCREAM 3 as a new cast of guest 
stars join the regulars to face the masked killer (Inset). 

her house, but of course it’s not 
really her house—it’s what peo¬ 
ple are making of it. There’s a 
lot of that kind of thing, the ex¬ 
amination of reality versus the 
illusion presented by films and 
the media.” 

Gail Weathers and Deputy 
Dewey (David Arquette), also 
take on a larger role in 
SCREAM 3, when they become 
the chief investigators of the 
murders which start reoccurring 
during the production of STAB 
3. “Courteney and David are 
certainly the lead couple in the 
movie,’’ explained Craven, “but 
Neve is so strong, she’s still the 
focus. It’s kind of a dually 
shared starship, but the story all 
revolves around Neve and reve¬ 
lations about her past. It’s a 
summation and final revelation 
of her life and history, so she’s 
very much the star, but at the 
same time, Courtney and David 
do have a tremendous number 
of scenes together and they arc 
kind of the narrators of the sto¬ 
ry, since they arc doing most of 
the investigation.” 

Setting the movie in the 
filmmaking capitol gave Craven 
a chance to explore some of his 
pet peeves. “I think we’ve all 
put in some inside jokes about 
studio executives and that type 
of thing,” noted Craven, “but I 

think we've also been harder on 
ourselves, than somebody from 
the outside might have been. 
Poking fun at crassness or greed 
or some of the darker sides of 
the whole business. It’s also fun 
to go in and out of sets that are 
identical to places you’ve seen 
in the first SCREAM, and then 
suddenly find yourself off the 
set and on a soundstage. It’s 
that jarring realization that not 
everything that appears to be 
real, is really real. That’s one of 
the fun themes of this movie. 
We also shot all over Holly¬ 
wood; right on Hollywood 
Boulevard, and at the Holly¬ 
wood sign, so the whole L.A. 
scene is part of the fabric of the 
picture.” 

Shooting a movie about the 
making of a movie would seem 
to invite a slew of cameo ap¬ 
pearances, such as Robert Alt¬ 
man did so effectively in THE 
PLAYER, but apparently cameo 
roles were kept to a minimum. 
“We have a cameo from Roger 
Corman and Carrie Fisher,” said 
Craven, “as Well as one from 
Jay and Silent Bob [Kevin 
Smith] from CLERKS, but 
that’s about it. The crew keeps 
telling me I have to get into one 
of these shots, but I haven’t 
done that yet. There’s also char¬ 
acters who could be compared 

ccwe always looked at this as a 
trilogy,” asserted Craven, “so we 
are not doing the typical sequel. 
Also there’s a consensus that 
there won’t be a SCREAM 4.” 
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Nominal star Neve Campbell on her 
reluctance to return to the franchise. 

By Edward Gross 

SCREAM fans let out a 
collective sigh of relief 
when actress Neve Camp¬ 
bell, after some initial re¬ 
luctance, signed to reprise 
her role of Sidney Prescott 
in the upcoming SCREAM 
3, to be released on Febru¬ 
ary 4. “I don't want an im¬ 
age,” Campbell said of her 
vacillating on whether or 
not to play the same role 
for a third time. “I want to 
be an actor. 1 want to play 
different kinds of charac¬ 
ters. I want to be chal¬ 
lenged, and I want audi¬ 
ences to see that I'm chal¬ 
lenging myself.” Then why 
come back? “To be honest, 
I just felt that I owed it to 
fans of the first two. I was 
also given a nice little con¬ 
tract to do other films, so it's 
worked out well." 

In 199ft the actress starred in 
the horror film THE CRAFT, 
and helped revitalize the genre 
when she portrayed Sidney for 
the first time in Wes Craven’s 
SCREAM. 

SCREAM 3 not only brings 
to a close Campbell’s portrayal 
of Sidney but, presumably, her 
horror film career as well. “1 
hate horror films and thrillers," 
she laughed. “I’m one of these 
people who has to hold a pillow 
in front of my face and cry and 
scream a lot, if I’m watching 
one. But these films are a lot of 
fun. 

“I also really like Sidney a 
lot. Although it’s a thriller, and 
a scary film, and that’s what 
it's about, she also has a lot of 
things going on in her life that 
cause her to have levels. Sid¬ 

The horror follows Campbell as Sydney 
Prescott, who heads to Hollywood In 

SCREAM 3 to pursue an acting career. 

ney is kind of smart and she’s 
got integrity. It seems like 
your polar opposite to put an 
intelligent character into a 
film that entails a lot of run¬ 
ning around and screaming 
and bleeding and crying. But 
to actually say intelligent 
things, too—that’s a lot of 
fun." 

Campbell started her career 
at the age of six as a ballet 
dancer in the “Nutcracker." 
“Because I’m a dancer, I don’t 
think I was too scared of the 
physiciality of the films," she 
said. “I actually had a lot of 
fun. I've always said, ‘Oh, I’ll 
never do an action film,* but I 
had so much fun doing stunts 
on these films. And I was like, 
‘(Director) Wes (Craven), 
come on, let me fall out the 
window.’ He was like, ‘No,’ 
and understandably so. He’s 

had some bad experiences 
with stunts. But I had a blast 
doing that. And now I’m 
like, ‘Bring on the action 
films!’ Forget the script, I 
just want to run and scream 
and fight. 

“When the first script 
was sent to me,” she elabo¬ 
rated, “I had said, *1 don’t 
want to do something else 
that’s scary,’ because I did¬ 
n’t want to get into a pat¬ 
tern. I don’t want people to 
think that I’m trying to be¬ 
come a horror film actress 
or whatever, just because 
that doesn’t seem to be the 
way to go for actors who 
want to go anywhere. But on 
the other hand, when I read 
the script it seemed so in¬ 
credibly witty, and it was so 
well-written. It was so oppo¬ 
site from what you normally 

read when it comes to those 
films, because it actually, in 
some senses, pokes fun at it¬ 
self. Anyone or anything that 
can do that, is brilliant." 

Campbell has enjoyed 
working with Craven. Noted 
Campbell, “People always 
ask, ‘Is he really sick? Is he 
kind of demented? Is he one of 
those people who, when they 
were a kid, was crushing 
bugs?’ Like he’s doing some¬ 
thing really horrible to poor, 
little animals. But he’s not. He 
was a teacher and he’s a 
philosopher, and he’s well-ed¬ 
ucated. It was really surpris¬ 
ing, because he’s actually one 
of the best acting directors I 
have ever worked with. He’s 
quite incredibly talented, the 
way his mind works, in the 
films. It was fascinating work¬ 
ing with him.” Q 

Neve or any of the rest of the 
original team. We’re all moving 
on. What Bob Weinstein said, 
was, if there was a huge clamor 
for it, maybe in four years they 
might do another SCREAM 
movie, but it would be a totally 
different story with a different 
cast of characters. That’s the 
most I’ve ever heard in that di¬ 
rection. From the very begin¬ 
ning Bob has said very serious¬ 
ly, that this is going to be a 
three-part story and then out. I 
think that makes it a little bit 
more of a treasure for the fans, 
because they know there’s not 
going to be one next year. So 
even if there’s more money to 
be made, it’s the idea of a limit¬ 
ed edition, and then the break¬ 
ing of the mold, so to speak. 
The sales will be more, just be¬ 
cause of that. I think that’s the 
idea with this trilogy. It’s not 
going to be one of those things 
that is cranked out year after 
year. We’ll have to wait and see, 
but I think Bob Weinstein is se¬ 
rious about that.” 

Since the release of the first 
two SCREAM movies, a series 
of random high school shoot¬ 
ings across the country has 
brought a renewed attack on 
Hollywood for the high violence 
quotient in its movies, and con¬ 
sequently, Craven felt obligated 
to examine the script very care¬ 
fully before shooting began. 
“We asked ourselves if we 
thought anyone in the movie 
looked like they were making 
violence look cool,” commented 
Craven. “So we certainly had a 
moment of introspection, but we 
felt the script was pretty clear 
about who the neat people are 
and who the losers are. We were 
well within the boundaries of a 
good murder-mystery and there 
is nothing that is going to incite 
any riots in public places." 

Craven noted that the recent 
series of school shootings may 
have more to do with the up¬ 
coming millennium than with 
any influence from Hollywood 
movies. “It’s strange times," ob¬ 
served Craven. “We’re coming 
up to the turn of the century, and 
I think that puts a lot of psychic 
pressure on people, especially 
the sort of loser elements of the 
culture. It’s a time period that, 
for certain people, suggests cer¬ 
tain extreme measures and ac¬ 
tions. People might say, ‘What 
the hell, it’s the millennium, so 
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Courtney Cox as TV reporter Gall Weathers, now the host of a Hollywood talk 
show. Craven had to film nights to accomodate Cox and Campbell’s TV jobs. 

tt People don’t go to scary 
movies to be damaged, but 

because they alleviate some¬ 
thing,” Wes Craven said. “They 

help to exorcise anxieties.” 

I’m going to take my 
vengeance.’ That's something 
that people can fall into during 
these times, and as a result. I’m 
afraid we’ll probably be seeing 
more of these sorts of things. It's 
funny too, that in the latest inci¬ 
dent, where this guy walked into 
a Baptist church in Texas, and 
killed six people with a gun, 
there wasn't the slightest hint of 
him watching horror movies or 
anything like that. But nobody 
bothered to mention that. It's 
only when somebody brings up 
horror movies as an excuse, that 
we're charged with causing all 
of these things." 

With the completion of the 
SC'RHAM trilogy Craven hopes 
to occasionally get away from 
making horror films, as he did 
recently when he fulfilled a ca¬ 
reer-long dream, by directing 
Meryl Streep in MUSIC FROM 
THE HEART, the inspiring sto¬ 
ry of a Harlem music teacher. 
Craven noted it's a story that, 
“shines a light on the best of hu¬ 
manity’s impulses,” making it 
the mirror image of his early 
horror films like LAST HOUSE 
ON THE LEFT and THE 
HILLS HAVE EYES, which 
explored the least redeeming 
aspects of humanity’s impulses. 

“I feel you have to face the 
worst before you can enjoy the 
best,” explained Craven. “Thai's 
sort of the way I’ve lived my 
life. 1 think you have to look at 

the darkest corners and clear all 
that out, and figure out how 
you'd deal with it both as a per¬ 
son and for me. as a series of 
characters and projects. I need¬ 
ed to vent on the whole subject 
of violence and I’ve done that. 
Now I feel I'm perfectly com¬ 
fortable doing different kinds of 
material. 1 think it's all healthy. 
A healthy country has cinema of 
all ilks and they're all useful. So 
many people wouldn't be going 
to see scary movies if it wasn't 
doing something for them. Peo¬ 
ple don’t go to be damaged, 
they go because it alleviates 
something. They talk about 
some very painful ideas and 
anxieties people have, and it 
helps to exorcise that.” 

Working with Meryl Streep, 
arguably the finest actress 

working in films today, was 
certainly a coup for Craven, es¬ 
pecially since she replaced 
Madonna, after the singer 
clashed with Craven when the 
two didn’t see eye to eye on the 
role. Craven laughed when he 
recalled Streep’s reaction to his 
past work. “Meryl and 1 talked 
about the SCREAM movies 
while we were shooting MU¬ 
SIC OF THE HEART," said the 
director, “and she said, 1 just 
can't watch them. I don't know 
why people would go to see 
those movies. My daughter saw 
SCREAM and now she's afraid 
somebody’s going to come up 
the driveway after her.” Inter¬ 
estingly enough. Streep ap¬ 
peared in a murder-thriller her¬ 
self, Robert Benton's little seen 
STILL OF THE NIGHT, which 
at one point was actually going 
to be called STAB. Unfortu¬ 
nately, Craven said he was un¬ 
able to convince Streep to make 
a cameo appearance in STAB 3. 

Craven has also completed 
his First novel. Fountain Society, 
making this a highly creative pe¬ 
riod for the director. The book 
explores a conspiracy hatched 
by a group of government scien¬ 
tists, who have been researching 
a project that will provide a se¬ 
lect few with a medical fountain 
of youth. “It was an idea I’ve 
had for a long time," revealed 
Craven, “but I waited until it 

was medically feasible to do 
some of the things I've depicted. 
I just happened to be introduced 
to a book agent by a friend, who 
said she thought she could get 
anything I wrote with a reason¬ 
ably good idea published. So 
about two years ago we kind of 
casually went around to the pub¬ 
lishing houses in New York, 
pitching the idea of Fountain 
Society, and Simon & Shuster 
bought it [reportedly giving 
Craven a $1 million advance]. 
AH 1 had to do was go off and 
write three chapters and an out- 
line, which I did relatively 
quickly, and they went ahead. 
Then, it was just a matter of my 
finding the time to write it. The 
basic deal was made before I did 
SCREAM 2, so between 
SCREAM 2 and MUSIC OF 
THE HEART, I just locked my¬ 
self away and wrote for about 
two months. I had an assistant 
doing a lot of the research on it. 
and I continued working on it 
while I directed MUSIC OF 
THE HEART. Dreamworks has 
bought the film rights, and it 
will be the next film I direct, if 
everything works out. 

“it’s not really a genre film, 
it's more of a Michael Crichton 
medical thriller, with that kind 
of near-future science. There's a 
lot of action and a love story, so 
it's not quite a genre piece, al¬ 
though it's not a straight drama, 
either. At this point I'd like to 
demonstrate my ability to do 
different kinds of films, and al¬ 
ternate them. If something great 
like THE SIXTH SENSE 
comes along, then I'd certainly 
like to do that too, because I 
recognize that I have a name in 
the genre, and the people who 
support me in doing other kinds 
of films deserve to have me go 
out and make a film that will re¬ 
ally sell. A lot will depend on 
how MUSIC OF THE HEART 
is received. It could be laughed 
out of the theaters or it could be 
embraced very warmly. Who 
knows?” □ 
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Scream King Kevin Williamson, who wrote the first two, had to bow out of 
SCREAM 3 due to scheduling conflicts, posing with the mask he made famous. 



An actor’s-eye view of the making of 
Stephen King’s supernatural thriller. 

fined, 1 think, very much by 
the times he was living in, 
and his occupation. Who in 
the world would want this 
job, being head screw of 
death row in 1935 Louisiana? 
But, in fact, at the height of 
the Great Depression this was 
probably a great job to have. 
It was for the State; it was 
steady. It probably paid great 
money. And, in some ways, 
you weren't in danger of not 
having to walk the tiers at 
night with hundreds of very 
malicious malcontents around 
you. Instead, Paul's job is to 
keep things quiet and calm on 
the Green Mile until that mo¬ 
ment comes where, as offi¬ 
ciously as possible, with as 

little surprise as possible, they 
take a human being, get him in 
the electric chair, and justice is 
served. 

“The thing I’m usually a 
great stickler for, and the reason 
why I often turn down things, is 
because I don't understand why 
the people are doing what 
they’re doing. What's the deal 
with this character, or that char¬ 
acter, other than the usual con¬ 
trivances of a movie. But here 
the logic of Paul Edgecombe 
was set in stone from the very 
beginning, and it plays itself out 
all the way through. I can cer¬ 
tainly believe at the end of it 
that John Coffey was his last 
execution on E Block of Cold 
Mountain Penitentiary. And you 
know why because the logic is 
perfect.” 

Among the things that affect 
Paul Edgecombe during his time 
on the Mile are the people he is 

Bv Frederick 
C. Szebin 

Hanks as prison guard Paul Edgecombe (I), doing his painful duty, readying prisoner 
John Coffey (Michael Clarke Duncan) for his long walk down “the green mile.H 

Tom Hanks, just off of 
SAVING PRIVATE RYAN, 
had been looking for a script 
that touched him on various 
emotional and intellectual 
levels when he came across 
THE GREEN MILE, based 
on Stephen King's serialized 
novel of life and death at 
Cold Mountain Penitentiary 
where existed the green-tiled 
section of hallway that led to 
‘Old Sparky,' the electric 
chair that fried condemned 
men, and was occasionally 
used as an instrument of 
vengeance. 

“You're always looking 
for something that’s unexplain¬ 
able,” Hanks said of his search 
for the right script. “Usually, a 
screenplay this good ends up 
having a real small amount of 
buzz that sort of pre-exists. You 
have your spies operating 
around town, and I heard Frank 
Darabont was writing this thing 
that was going to be eventually 
coming my way. So I was antic¬ 
ipating it, but 1 hadn’t read the 
novels and had no real precon¬ 
ceived notion of what it was. 
When I got it and started read¬ 
ing, every page was a surprise 
and I realized that I couldn't 
predict in any way, shape or 
form where this was going. 

“I can honestly say that read¬ 
ing the better screenplays is not 
like looking at the blueprints of 
a house,” Hanks continued. "It 
was very much like reading an 
all-encompassing story unto it¬ 
self that was an extraordinary 

surprise and a brand new thing. 
And a very faithful adaptation, 
too, of the novel, which I read 
afterwards. Sometimes I’m re¬ 
luctant to read the source mater¬ 
ial because all of a sudden 
things have changed and more 
often than not, the screenwriter 
has done an awful lot of omit¬ 
ting and compressing until you 
almost get mad at them. You 
say, ‘Why can't you put some of 
this stuff back?' But I read the 
novel at the beginning of re¬ 
hearsal, and it was like the per¬ 
fect research because it was just 
more of what there was in the 
script. 1 thought it was the best 
adaptation of a book that I've 
ever read, certainly one that 
I've ever been involved in. I’ve 
been involved in some bad ones 
and some good ones." 

Hanks plays Paul Edge¬ 
combe, head screw of E Block, 
the last residence of murderers 

getting ready for the final em¬ 
brace of the electric chair, 
dubbed “Old Sparky.” During 
the Great Depression, John Cof¬ 
fey is brought to Cold Moun¬ 
tain for the murder of two little 
girls. As Edgecombe discov¬ 
ers, though, the slow-witted 
mind and huge body of Coffey 
house a special power. Also 
sharing space with Edgecombe 
at Cold Mountain are sadistic 
guard Percy Wetmore (Doug 
Hutchison); homicidal maniac 
Billy the Kid (Sam Rockwell); 
and warden Hal Moores 
(James Cromwell). Hanks feels 
Edgecombe has a special role 
among these disparate charac¬ 
ters. 

“Paul Edgecombe is the ob¬ 
server to all this stuff,” said 
Hanks. “He’s not the catalyst; 
he is almost like a sidebar char¬ 
acter to the real instigators of 
what the story is, and he is de- 
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"The Bad Death of Eduard Delacroix,” the fourth book In King's six-part series, 
brought to gruesome life In the film with makeup effects by the KNB Efx Group. 

surrounded with, including the 
truly evil characters of sadistic 
gua rd Percy Wet more, and crazy 
“Billy the Kid” Wharton. 
“What’s interesting,” said 
Hanks about those particular 
characters, “is that both are rela¬ 
tively diminutive men. They’re 
not huge, scary guys. They just 
look like your average Joes, but 
there’s something about their 
mind-sets that makes them evil 
and very, very dangerous. 

“1 think in the long history of 
Paul’s working on the Green 
Mile he’s had a number of these 
sorts of circumstances, but the 
bad news here is they’re hap¬ 
pening at the same time, so it’s 
a little hard to keep your eye on 
absolutely everybody the way 
you have to. This is what 
Stephen King docs so well in 
things that I’ve read of his. He 
somehow is able to create these 
characters who are positive and 
evil at the same time. It's not 
like a matter of one side is 
goody-two-shoes and the other 
people are distinct heavies. I 
think you always are able to un¬ 

derstand the motivations of the 
people who are bad because 
we’ve alt come across people 
who are just malcontents; he’s 
just an evil guy, and what are 
you going to do? He has done 
that in a way that, with Percy 
and Warton, are very different 
sorts of bad guys. And you also 
understand that. One is a cow¬ 
ard and one is sort of a so¬ 
ciopath, but one is ridiculously 
evil in his pettiness, and the oth¬ 
er one is just evil in his disre¬ 
gard for everything. And I must 
say that one of the great things 
that is fun about playing Paul 
Edgecombe is being the divid¬ 
ing line between these two guys 
on the Green Mile. It’s not an 
easy gig, but when in the grand 
scheme of things, if your job is 
to execute people for a living, 
well, then, maybe you should be 
able to handle that other prob¬ 
lem as well." 

Another tenant on the Mile is 
Mr. Jingles, a mouse of most 
mysterious repute, first a pet for 
doomed prisoner Eduard 
Delacroix, then a sign of magic 

TOM HANKS ON STEPHEN KING 

HHiis is what King does so well in things that 
I’ve read of his. He somehow is able to create 
characters who are positive and evil at the same 

time. They’re different sorts of bad guys.” 

for the men who watch over the 
Green Mile. For Hanks. Mr. Jin¬ 
gles is one of the most crucial 
characters in the film. 

“What’s great about it,” he 
said, “is it’s mysterious. What 
docs it mean? Why does this 
mouse suddenly appear, and 
then why is this mouse the way 
he is? I think what the mouse 
represents is that brand of mys¬ 
terious serendipity and whimsy 
that can land even in a place 
like The Green Mile, that can 
appear even in a place like 
death row in Cold Mountain 
Penitentiary. And when it hap¬ 
pens everybody is kind of de¬ 
lighted by it. It's almost the 
greatest thing that’s ever hap¬ 
pened just because it’s new and 
it’s cute, and it’s furry and inno¬ 
cent, which is something that 
hasn't been seen on The Green 
Mile in an awfully long time. 
And, of course, there are those 
characters that are threatened by 
that very thing. That’s another 
example of how Stephen King 
can really have this kind of 
mind-set permeate everything 
that goes on in the nature of 
where this story is.” 

But probably the most im¬ 
portant visitor on The Green 
Mile is John Coffey. Seemingly 
simple-minded and almost- 
harmless, Coffey has been sen¬ 
tenced to the electric chair for 
the apparent murder of two 
girls. But John Coffey is the 
holder of amazing powers, and 
in this place of death, seems to 
be able to give life with the lay¬ 
ing on of his hands. 

“The arrival of a new prison¬ 
er isn’t anything out of the ordi¬ 
nary,” Hanks said about life on 
the Mile. “It happens all the 
time. But this guy is huge,” 
Hanks laughed. “That’s one 
thing. The guy is really big and 
really slow. The first thing the 
guards think is how do we han¬ 
dle this? It’s going to take eight 
guys to bring this down. There’s 
only six of us here. It’s almost 
like, ‘Break out the shotguns 

‘cause anything can happen.’ 
His appearance screams malev¬ 
olence. You're just anticipating 
the absolute worst for a while, 
and when it doesn’t happen, and 
you're thinking, 'Well, that al¬ 
most makes things that much 
more scary.’ The longer things 
remain calm, the greater the 
chances are for all hell busting 
loose, and that’s one of the great 
surprises that is throughout the 
story; here we have a short guy, 
Percy, who is much more trou¬ 
ble than the huge man-mountain 
that we have down in Cell 
Number One. 

“Paul Edgecombe can’t deny 
the power of John Coffey,” 
Hanks continued. “I think that 
one of Paul’s jobs is to really 
adapt himself to each one of 
those inmates. 1 think he talks to 
each one of them in a very dif¬ 
ferent way, so that when the 
time comes they’re both speak¬ 
ing the same language, and it 
happens as easily as possible. 
There's not a lot of editorializ¬ 
ing on Paul's part. They're here, 
they're like this, let's get it 
done. In this case, Paul can't de¬ 
ny the fact that John Coffey is 

The original serialized paperback. 
Hanks called Darabont's script "the 

best book adaptation I've ever read.” 
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_ HAWKS ON THE CAST_ 

MThis is a great group. You’re in a company of 
actors in which everybody has something good 

to do. Evety actor has some juicy pari Like 
repertory [where] everybody’s pumped up.” 

not your standard inmate on 
death row. There is something 
else going on, and then when 
the fact that there are physical 
manifestations, or just whatever 
mysterious abilities, powers, 
whatever you want to call them, 
that John Coffey has, well, he 
can’t deny that either. He ends 
up being stuck between a rock 
and a hard place. The reality of 
Coffey’s abilities is the type of 
thing that shakes Paul’s confi¬ 
dence in his own ability to do 
his job. There is just something 
about it that is too much of what 
The Green Mile itself repre¬ 
sents. And that's one of the rea¬ 
sons why John Coffey is the last 
execution he oversees at Cold 

Mountain.” 
Aside from the aforemen¬ 

tioned actors, THE GREEN 
MILE also includes David 
Morse, Barry Pepper. Graham 
Greene, Harry Dean Stanton, 
Gary Sinise and Bonnie Hunt in 
its ensemble cast. 

“This is the best type of 
movie to make, in all honesty,” 
said Hanks. “1 his is a great 
group of people. You re in a 
company of actors in which 
everybody has something good 
to do. That’s the most important 
thing, I think. A lot of times you 
can work on something and, bv 
and large, people are just stand¬ 
ing around. But every actor in 
this company sooner or later has 
some juicy part, some really 
great moment that we all get to 
watch as somebody else sinks 
his teeth into the material. It’s 
not unlike being in repertory 
theater in the early parts of my 
career in which everybody is es¬ 
sentially pumped up. We had a 
lot of six, seven, eight-page 
scenes that take the better part 
of three days in order to shoot, 
and it’s seeing everybody 
everyday, being in the scene 
every minute when you’re do¬ 
ing it. And you know what? It's 
really fun. It's really one of the 
great added bonuses, and on top 
of that, it’s all guys. It’s not like 
we got to work with kids and 
dogs or something like that. 
We’ve had some very good con¬ 
versations. And the other cool 
thing about it is we were all to¬ 
tal strangers. I had worked with 
Barry Pepper before in SAV¬ 
ING PRIVATE RYAN, but by 
and large, we didn’t know who 
anybody was. And as of the 
third day of filming we were 

talking about our lives and our 
work in a way that is, quite 
frankly, one of the reasons that 
it’s really fun being an actor." 

The warden of them all is 
Frank Darabont, a writer-direc¬ 
tor with a healthy history in the 
genre, dating back to his adapt¬ 
ing King’s THE WOMAN IN 
THE ROOM, through A 
NIGHTMARE ON ELM 
STREET III: DREAM WAR¬ 
RIORS, the 1988 redux of THE 
BLOB, THE FLY II and, of 
course, his highly-respected 
THE SHAWSHANK RE¬ 

DEMPTION. 
“I had met Frank at the 

Academy Award Nominee’s 
Luncheon when we were both 
nominated,” Hanks said of his 
director. ”Hc was up for THE 
SHAWSHANK REDEMP¬ 
TION, and I believe I was up 
for FORREST GUMP I could¬ 
n’t believe his movie when I 
saw it. I thought, ‘Well, here’s 
this three-hour prison movie. 
That's got to be the most grim 
thing around, who wants to see 
that?’And I was utterly trans¬ 
ported by this film. Talking to 

him, we sort of became ac¬ 
quaintances and when it looked 
like he was going to be able to 
do an episode of FROM THE 
EARTH TO THE MOON, we 
began talking like filmmakers. 

“I just liked his sensibili¬ 
ties,’’ Hanks continued. “Unfor¬ 
tunately his episode got bumped 
a couple of weeks and he wasn’t 
able to do it, but I liked the way 
this guy works. I like the way 
he thinks, and I definitely like 
the movies that he’s made. 
When THE GREEN MILE 
came along I thought. This is a 
major talent that I'll be happy to 
hitch my wagon to for a while. 
When I read his script, what 
was great about it was that 1 al¬ 
ready knew the people who 
were making the movie. I al¬ 
ready knew Frank, so it wasn t a 
matter of, ’Well, are these peo¬ 
ple really prepared to make as 
good a movie as this screenplay 
is?’ And the guy who wrote it is 
the guy who is directing it and 
he has a very good pedigree. So, 
it was very easy, as all the good 
decisions are, to say yes.” 

The last hurdle for any film 
is to find its audience. No man¬ 
ner of critical acclaim could 
help THE SHAWSHANK RE¬ 
DEMPTION find its place in 
moviegoer’s hearts, but Hanks 
has firm beliefs that audiences 
will discover THE GREEN 
MILE and enjoy all of the ele¬ 
ments that make it such an ab¬ 
sorbing story. 

“In a weird way, movies em¬ 
anate this kind of tone that 
you're buying the journey be¬ 
fore you walk in the theater," he 
said* “The thing you always 
hope is that the audience is go¬ 
ing to be surprised by what they 
see. By and large, that’s what 
I'm trying to do every time we 
make a movie. You think you 
know what you’re going to see; 
come on in, ’cause you're going 
to see that, but you’re going to 
see a bunch of other stuff as 
well. If you can do that with any 
movie you bring out, I think 
that you do a great service to the 
audience. The audience is very 
smart, and they’re paying their 
money to be surprised. They 
want to sec something that they 
don’t expect. They want to 
come out and say, 'Oh, I never 
anticipated that in a hundred 
years.’They love it when they 
get that feeling, because that’s 
why they go to the cinema.” 
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Behind-the-scenes, on set with the cast 
and crew of King’s supernatural thriller. 

Sam Rockwell as the Cold Mountain Penitentiary's depraved and psychopathic 
serial killer “Billy the Kid" Wharton, awaiting his appointment with “Old Sparky." 

By Douglas Eby 
Having made another 

Stephen King story set in a 
prison, THE SHAWSHANK 
REDEMPTION, director Frank 
Darabont joked about returning 
to this kind of setting: “Death 
Row, 1935, Cold Mountain 
Penitentiary, the happiest place 
on Earth, just like Disneyland." 
But getting serious, he noted 
the mystical and metaphysical 
elements of the story are some 
of what makes the film so inter¬ 
esting to him: “This stuff, the 
kind of spiritual journey, and 
touch of magic—this is such an 
unexpected place to find that, 
or to bring that in, which has al¬ 
ways been one of King's 
strengths. He [King] credits 
Richard Malheson with having 
pioneered that, I suppose, bring¬ 
ing the unexpected into a place 
you least expect it. Bringing the 
unnatural into the most mun¬ 
dane settings. Actually Death 
Row in 1935 is not a pedestrian 
setting in that sense, but it's an 
evocative setting to bring some¬ 
thing spiritual and strange into." 
Warner Bros, opens Castle 
Rock Pictures’ production of 
Darabont's uplifting take on 
King's supernatural thriller na¬ 
tionwide December 17. 

That “spiritual and strange” 
clement revolves around the un¬ 
usual healing powers of one of 
the inmates of the bleak death 
row, known as THE GREEN 
MILE for the color of its floor. 
John Coffey (Michael Clarke 
Duncan), a physically huge 
character, is sentenced to death 
for raping and murdering two 

young girls. As the story 
evolves, head guard Paul Edge¬ 
combe (Tom Hanks) comes to 
suspect the inmate may, in fact, 
be innocent, and realizes he has 
abilities that can prove useful to 
both of them. Duncan has found 
his role as Coffey to be a con¬ 
trast with his prior major role, 
“Bear” in ARMAGEDDON: 
“This is so different. This is 
something I’ve never done be¬ 
fore in my entire life,” he en¬ 
thused. “It’s very challenging to 
go from being this big, strong 
guy, to being a big and strong 
but meek and mild and very 
passive guy like John Coffey. 
But I loved the challenge.” 

Duncan credited his acting 
coach Larry Moss for bringing 
him along as an actor to handle 
this level of a role: “If it weren't 
for him, you wouldn’t be talk¬ 
ing to me. He took me over the 
hump. He brought out some 

things in my acting 1 didn't 
know existed. We worked to¬ 
gether for like a week and a half 
before my screen test.” As an 
example of their work together. 
Moss had Duncan doing some 
preparation that would later 
serve him in performing w-ith a 
mouse, a very significant “char¬ 
acter” in the story. “One time I 
went to his house, and he said I 
was going to do a scene with his 
cat,” Duncan reported, “and I’m 
thinking, okay, this man is kind 
of crazy; there's no way I can 
do a scene with a cat. But he 
told me that if I’m going to be a 
true actor, I should be able to 
draw energy from anything.” 

Some of the other denizens 
of the prison are not at all sym¬ 
pathetic to Coffey. There are 
prisoners such as the depraved 
and psychopathic “Billy the 
Kid” Wharton (Sam Rockwell) 
and the crazed Edward 

Delacroix (Michael Jeter), 
awaiting death via the electric 
chair nicknamed “Old Sparky.” 
And there is the sadistic guard 
Percy Wetmore (Doug Hutchi¬ 
son) watching over the con¬ 
victs, with the power to brutal¬ 
ize them as he will, except for 
the intervention of Edgecombe. 

Hutchison noted his charac¬ 
ter Percy is somebody that 
“everyone loves to hate. Basi¬ 
cally, I'm working on THE 
GREEN MILE because my un¬ 
cle is the governor, so 1 have 
connections. Tom Hanks' char¬ 
acter, Paul Edgecombe, who’s 
captain of the guards, is kind of 
stuck with me, and we’re at each 
other’s throats the whole time. 1 
do some horrific things on the 
Mile that start a whole domino 
effect that unravels the story.” 

To research his role, Hutchi¬ 
son had wanted to go to a Florida 
prison that still has an electric 
chair, but he noted, “We were 
discouraged from getting any 
kind of contemporary back¬ 
ground because the film takes 
place in the 1930s, and there 
was a different kind of attitude in 
the prison, and in society at that 
time. The psychology of that is 
very interesting, but I pretty 
much had to design my own 
ideas of what that dynamic is, be¬ 
tween the guards and prisoners.” 

Wetmore and prisoner “Billy 
the Kid” Wharton, although on 
opposite sides of the prison mi¬ 
lieu, seem to share a certain ex¬ 
uberance of evil. Sam Rockwell 
(LAWN DOGS) was drawn to 
play Wharton on account of the 
character’s excesses: “He’s a 
wild man. He’s on the Mile for 
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Doug Hutchison as penitentiary guard Percy Wetmore, as evil as any of his 
prison charges. Hutchison made a splash as THE X-FILES serial killer Tooms. 

SAM ROCKWELL, BILLY THE KID 

<<ln interviews of death row people, everybody's 
‘innocent’ and they talk like they’re victims. 
... One guy says, ‘Every day on death row 

is like that movie GROUNDHOG DAY.” 

killing a patrol officer and preg- 
nant woman, shooting them in 
an armed robbery. So he’s not a 
nice guy." 

Rockwell noted his character 
calls himself “Billy the Kid": 
“They call me ‘Wild Bill' but 1 
don’t like it when they call me 
that. I get very upset.” The role 
sounded “very flashy" to the ac¬ 
tor, a kind of “twinkle-in-his- 
eye kind of character” he said. 
“It was similar to mv character 
in BOX OF MOONLIGHT, but 
this is darker. This guy’s mean.” 
Rockwell agreed that playing a 
“mean” character is really en¬ 
joyable: “It is fun. because you 
get to do all the things people 
want to do, and you get paid in¬ 
stead of thrown in jail." 

“Billy hates everybody,” con¬ 
tinued Rockwell. “In a way, he 
just wants to play. He just wants 
to be part of the gang. He’s al¬ 
ways fucking with somebody. 
11c really wants to just hurt peo¬ 
ple. He’s a sociopath. And being 
on death row, he’s not concerned 
with consequences, and he truly 
does not care about anybody. 
Every chance he gets, he just has 
fun in any way he can think of.” 

Rockwell said he created 
“Billy" from a mixture of differ¬ 
ent characters that he's played 
before, and found in the role a 
chance to be scary, something he 
says he hadn’t really done in 
those other parts. “I guess we'll 
see if it works.” he said with a 
grin. “I’m having fun with it. It’s 
good. It’s a fun part. You can do 
just about everything in this 

part." 
For research on his role, he 

read part of In the Belly of the 

Beast: Letters from Prison, by 
Jack Henry Abbott, an account 
of a convicted murderer’s 25 
years behind bars, talked with an 
inmate, and read some inter¬ 
views of people on death row: 
“That’s really interesting read¬ 
ing” he said. “Everybody’s ‘in¬ 
nocent’ and they talk like they’re 
victims." 

Rockwell picked up a manu¬ 
script, gesturing, “This is an 
email that a guy on death row 
wrote. He says ‘Every day on 
death row is like that movie 
GROUNDHOG DAY, it just 
goes over and over again.' Inter¬ 
esting stuff." 

Rockwell recalled another 
story about what prison life is 
like: “One thing a friend of mine 
who was in prison said was that 
he had the runs for a year and a 
half, from fear. That can tell you 
something about it." 

Having acted in a number of 
smaller independent films, 
Rockwell noted this is one of the 
larger projects he has done, and 

said this is “probably a much 
more pleasant atmosphere than 
most sets. I would imagine this 
is an exception to the rule for 
studio films. Things are pretty 
easy-going here. We're behind 
schedule, and yet everyone's 
pretty mellow. We go in and 
have a rehearsal, and we kind of 
wade our way through it, and 
people are pretty cool. Smaller 
independent films can be much 

more uptight." 
Rockwell appreciates the 

chance to work with director 
Frank Darabont and actors of the 
stature of Tom Hanks, and notes 
“It feels good to know that it's 
just acting, really. Tom Hanks is 
an actor. I’m an actor and we're 
just acting. When it comes down 
to brass tacks, it’s doing the 
same thing I did years ago, just 
doing it with more money. It’s 
the same thing you do in acting 
class.” 

Rockwell agreed that just be¬ 
cause the names are bigger, the 
nature of the work doesn't 
change. “And especially with 
this group, like we have Jeffrey 
DeMunn, Michael Jeter, David 
Morse—these arc all experi¬ 
enced stage veterans, all stage 
actors and good ones, character 
actors, and there’s an ensemble 
feeling here. A feeling of all of 
us being in the cast together, no 
one’s a diva. We're just there do¬ 

budget space movie or some¬ 
thing; it’s about the acting and 
telling the story. It’s a very actor- 
oriented film." 

Rockwell noted that, unlike 
most films, THE GREEN MILE 
is being shot in sequence, which 
has affected the schedule. 
"That’s what's taking us so long, 
but it’s a great way to shoot, be¬ 
cause the story develops as we 
make the movie. So bruises that 
I have here, that I've gotten in 
reality, add to the character. And 
facial hair grows. It makes it re¬ 
ally interesting." 

oth Steven Spielberg (a 
good friend of Tom 
Hanks) and Stephen 
King have visited the 
GREEN MILE set at 

Warner Hollywood studios. Al¬ 
though not officially involved 
with the production, Spielberg 
read the script and “absolutely 
loved it," according to Darabont. 
“I think it was him talking to 
Tom about it that got Tom to 
read it so quickly," said 
Darabont. “Steven has a great 
spirit, and he loves to visit a set, 
especially when it's not his. I 
know the feeling: then you're 
not responsible.” 

Doug Hutchison reported in 
his online production diary that 
Spielberg even sat in the prop 
electric chair, with the steel elec¬ 
trode cap atop his head, smoking 
a cigar. And on the occasion of 
the author’s visit, Darabont had a 
birthday cake prepared for King, 
with the icing designed to be a 
replica of the cover of book four 
of “The Green Mile” scries: 
"The Bad Death of Delacroix." 
King reportedly was delighted 
with the attention, and expressed 
his wish that the movie would be 
a huge success and sweep the 
Academy Awards in 21 KM). 

In a magazine interview. 
King made some comments re¬ 
lated to the themes of this film, 
and why he writes about those 
themes: “I think most men are 
wired up to perform acts of vio- 

ing a job. It’s not like some big- 

Hanks with James Cromwell as Warden Moores, a witness to the executions on 
death row s electric chair, dubbed "Old Sparky," until Coffey walks the “mile.' 
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STEPHEN KING 
Back at the keyboard after his own roadside misery 
the author looks forward to a cinematic “milestone. ” 

King celebrates his birthday and observes filming on the set of THE GREEN 
MILE. After sitting on Old Sparky, he noted, "this is too far into my own head." 

By Patrick Hobby 
On the set of THE GREEN 

MILE, celebrating his birthday, 
Stephen King quipped about his 
director, “Frank Darabont jokes 
and says that he has the world's 
smallest specialty, that he only 
makes Stephen King prison 
movies that are set in the past.” 
King is now recuperating from 
his misery at the hands of an er¬ 
rant driver, and is back at the 
keyboard. Also upcoming for 
King is a four-hour ABC mini- 
series of THE TALISMAN, a 
book he co-wrote with Peter 
Straub, being produced by 
Steven Spielberg and Kathleen 
Kennedy. 

In writing The Green Mile, 
King noted that he did more re¬ 
search than usual. “I think 1 got 
interested in the fact that so many of the exe¬ 
cutions went wrong in the early days of (capi¬ 
tal punishment]. And that struck me as a really 
sort of macabre idea.” 

“Old Sparky” provided the trappings that 
King fans have come to expect, but from 
there the author penned a surprisingly touch¬ 
ing tale of hope. Noted King, “The human 
spirit is alive and weli even under the most 
difficult circumstances. And I think some¬ 
times the more difficult life becomes—and 
there can’t be a place where life is much 
more difficult, than on death row—the more 
the human spirit has a chance to shine. And 
certainly there are aspects of this story that 
are difficult to take because they are so aw¬ 
ful, but I think that very background gives 
some of the foreground where people are try¬ 
ing their best to do their best. It gives it a real 
sort of clarity and a joyfulncss.” 

King chose to publish the novel in serial 
form more as an incentive to write it than 
anything else. “I had a wonderful idea for a 
story, which became THE GREEN MILE. 
But it was a very difficult story for me to 
write. When 1 finally sat down and started 
working on it, I thought to myself, left to 
my own devices, this is probably going to 
be one where the lazy Stephen King tri¬ 
umphs and I'm going to find something 
that’s easier to work on because, in a lot of 

ways dealing with John Coffey is a difficult 
thing to do. He’s a very tragic character. 

“My foreign rights agent, called one day, 
and we were talking over a number of things 
and as he was about to hang up he said,4 By 
the way, I was walking on the shore. Long 
Island, where I have a summer place with 
your English editor and we were speculating 
about a serial novel idea, which Charles 
Dickins used to do. I'm wondering what 
would happen if somebody attempted a seri¬ 
al novel today. You wouldn’t have any inter¬ 
est in that would you?’ 

“And he expected me to say no, and it 
was just kind of an off-the-cuff remark. And 
I thought about THE GREEN MILE and I 
thought if I put myself in a situation where I 
absolutely have to write this, if I promise 
people an installment a month for X number 
of months, it will probably get written. So I 
said yes and burned that bridge behind me. 
And once I was locked into it, of course I had 
to write it.” 

King noted he was taken by surprise by 
the serial’s popularity and success. He was in 
Colorado, filming his ABC-TV miniseries 
adaptation of THE SHINING. “The night 
before I climbed into bed and pulled the cov¬ 
ers up, turned off the light and thought, the 
book is going to be published tomorrow, 
’The Two Dead Girls’ (the first episode of 

the Green Mile]. I thought to 
myself, I have made the biggest 
mistake of my life. The thing is 
going to die in the streets. It’s 
going to be like this stinking, 
rotten dead fish and I'm going to 
wear that dead fish around my 
neck for six months while each 
episode comes out. Nobody had 
any idea that it would succeed to 
the level that it did, least of all 
me. 

King relished his visit to the 
set of THE GREEN MILE, sin¬ 
gling out the production design 
of Terence Marsh for praise. 
“When they get the feeling, the 
sense of the book, what’s be¬ 
tween the lines or what’s behind 
the lines even, then it becomes 
like wading into your own head. 
And that’s what it’s like to walk 
on the set and to actually walk 

on the Green Mile. It’s like being inside the 
country of my own imagination. 

“And then Frank took me around the cor¬ 
ner and said, ’I want to introduce you to a 
friend of yours. Here’s Old Sparky,’ Because 
this is a story about the electric chair and 
about the early days of the electric chair and 
about the days when capital punishment was 
the rule rather than the exception in the United 
States. It sends a chill down your spine when 
you see it sitting there in its own little pool of 
light. It looks so bare and spare. There is no 
joke about it. There’s no little grace notes to it. 
It’s just an appliance. And of course I did what 
anybody wants to do when they see it, I said 
strap me in it. And once you get in it, you say 
to yourself, oh boy, this is like being too far 
into my own head.” 

King is pleased with the casting of Tom 
Hanks as Paul Edgecombe, King’s narrative 
voice in the book. "He fits like an old shoe. 
He’s perfect, perfect for the part. And I knew 
the minute that Frank mentioned the name to 
me, and 1 thought to myself, this can’t be, It’s 
too good to be true.” 

King is pitching himself for more reasons 
than a top cast. He termed Frank Darabont's 
script for THE GREEN MILE “the best film 
adaptation I've ever read. This is one of my 
favorite books. Making the movie is like 
bowling a 300 game. I’m delighted.” 
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Ottering Delacroix a hood for his walk down the mile. Hanks as Edgecombe, 
Jeffrey DeMunn as Terwllliger and David Morse as “Brutal" Brutus Howell. 

JAMES CROMWELL, THE WARDEN 

“People are taught that an ‘eye for an eye’ 
is the only equitable way to relieve pain. 

It ain’t so. It savages both the people who ex¬ 
perience it and the people who perpetuate it.” 

lence, usually defensive, but I 
think that we’re still very primi¬ 
tive creatures, and that we have a 
real tendency toward violence" 
he said. “Basically, I've said out 
loud the things that really terrify 
me and I’ve turned them into fic¬ 
tions, and they've made a very 
nice living for me.” 

The meticulously detailed set 
for THE GREEN MILE is a crit¬ 
ical element in providing the 
context for King's story. Asked 
about researching the architec¬ 
ture or other aspects of jails for 
this project or the earlier SH AW- 
SHANK, Darabont noted he’s 
visited prisons “only in films.” 
And. he added, "That's as close 
as I need to get. I think, for cither 
of these movies, because they're 
not really ‘prison movies' in that 
sense. They're not some un¬ 
flinching. document ari an look at 
life in prison. They’re tall tales, 
told by Steve King, and l*m just 
trying to retell the same tall tale 
in a way the audience will enjoy. 
A movie like AMERICAN ME 
is quite a different thing. It’s 
very documentarian, actually. 
Very intense and very gritty, and 
you really want to be more accu¬ 
rate. Here, we make up our own 
rules. It’s our world." 

Ithough King's story and 
the film take place in the 
’30s, the justice system 
is still brutal. James 
Cromwell (L.A. CONFI¬ 

DENTIAL: BABE: PIG IN THE 
CITY) commented that things 
haven’t changed all that much, 
and refers to Louisiana having 
“the worst prison system in the 
United States, and the papers are 

talking about how many people 
die in the system. It’s pretty hor¬ 
rible still.” 

As Warden Hal Moores at the 
Cold Mountain Penitentiary. 
Cromwell’s character is in 
charge of the prison, including 
being witness to executions in 
the electric chair. Cromwell 
pointed out that his character’s 
attitude about the system, in¬ 
cluding the death penalty, is “not 
explicated in the script. That was 
a time in Louisiana, during the 
Depression, when patronage and 
subservience to the wishes of 
[governor) Huey Long was nec¬ 
essary in order to keep your job. 
If you disagreed with Long on 
any policy, you were immediate¬ 
ly fired, or your father or mother, 
whoever worked." 

That information, noted 
Cromwell, came from a taped 
quote of a judge the actors were 
listening to in order to develop 
the dialects. This judge had been 
slopped by Long in the halls of 
the legislature, and told Long he 

couldn 't vote for a piece of leg¬ 
islation hecause he disagreed 
with it, and, Cromwell related, 
“when he got home, his mother 
told him his father had been 
fired. That sort of control went 
all the way down to who was 
hired as a janitor." 

This political backdrop af¬ 
fected King’s story. Cromwell 
pointed out, such as the part 
when Coffey, the prisoner with 
healing powers, is secretly taken 
outside the prison, to try to help 
the warden’s deathly ill wife 
Melinda (Patricia Clarkson), 
Said Cromwell, “Paul, Tom 
Hanks’ character, is very con¬ 
cerned that people who had fam¬ 
ilies not be put in jeopardy as 
they take John Coffey out to go 
cure Hal's wife. Because if any 
of it comes out, they will lose 
their jobs immediately." 

Cromwell, as warden 
Moores, was witness at other ex¬ 
ecutions in the prison including 
the horror show one of 
Delacroix, but had questions 
about doing the same with the 
man who has helped his wife. 
Recalled Cromwell, "I talked 
with (director) Frank [Darabont) 
about being there at John Cof¬ 
fey's execution. I thought at first, 
well, why isn’t he there, but 
(Moores) didn’t have a personal 
relationship with any of the other 
people who are executed, and he 
does have a personal connection 

with John, so he [Moores] does¬ 
n’t show up." 

Despite the horrors of the sto¬ 
ry, Cromwell said making the 
film was a pleasure “because the 
people are so wonderful. I really 
enjoy Frank, I always did, and 
really wanted to be in SHAW- 
SHANK REDEMPTION, and 
was not right for the part, which 
was, interestingly enough, the 
warden. 

Cromwell feels THE GREEN 
MILE has a depth and interest in 
spiritual matters that make it ex¬ 
ceptional: “There’s a mystery at 
the core of it,” he sasaid. "When 
you deny the dark side, when 
you repress the shadow in our¬ 
selves and in our culture, you 
have to, of course, suppress the 
light as well. If you can t em¬ 
brace the darkness, and find a 
humane way of dealing with it, 
and a way of processing it, what 
you do ultimately is kill Christ, 
which is what happens in the 
film.” 

Cromwell has a vision for the 
film stimulating thought about 
these difficult issues: “My hope 
is that when people see the film 
they will realize that in using the 
policy of executing people, of 
taking the ultimate revenge that 
society metes out against those 
people who transgress, we run 
the risk of dehumanizing our¬ 
selves to the extent that we will 
not recognize when the miracle 
is in our midst. Maybe we will 
look at the whole process as be¬ 
ing antithetical to our evolution 
as a species, to get out of the 
monkey-body response, and get 
into the fact that we are basically 
angels, and that the ground of 
our being is love and acceptance, 
compassion and understanding. 

“1 understand people who 
grieve, and are trained and 
taught in this society that retribu¬ 
tion and revenge, an ‘eye for and 
eye, and tooth for a tooth’ is the 
only equitable way to relieve 
that pain. It ain’t so. If it does, in 
the odd case, also in the odd 
case, it destroys an innocent 

Patricia Clarkson as the Warden’s sick wife, healed by Coffey’s special powers, 
visited by (I to r) Bonnie Hunt. Hanks and Warden husband James Cromell. 
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MICHAEL CLARKE DUNCAN 
The ARMAGEDDON star on landing the role of a 

lifetime as Coffey, Stephen King's gentle giant. 

Duncan as Coffy, the prisoner with healing powers taking his last walk with Hanks (I) 
and David Morse. Darabont had Duncan stand on boxes to make him even taller. 

By Douglas Eby 
Michael Clarke Duncan re¬ 

called an incident while work¬ 
ing as “Bear” on ARMAGED¬ 
DON: “When we were at the 
half-way point Bruce Willis 
told me there was a movie 
coming out called THE 
GREEN MILE. I didn't know 
anything about it, and he said, 
'Michael, I’m telling you right 
now: You are John Coffey. 
Buy this novel and study it. 
You could be this guy, 1 know 
you’d be perfect for the pari.’ 
So I got the book and starting 
reading it and couldn’t put it 
down. By the time the movie 
was over. I’d finished reading 
the book, and in my heart I 
said, 'Nobody can play John Cof¬ 
fey better than me.’ There was 
something about this guy that ap- 
pealed to me. He didn’t have 
many friends, and I didn’t have 
many. He was something of a 
loner, and a lot of times I’m by 
myself, and I could feel exactly 
what he was going through.'' 

Duncan noted that his char¬ 
acter “cries a lot, because he 
can feel everybody’s pain, all 
over the world. When kids are 
dying, people are getting mur¬ 
dered, he feels this pain. And 
you notice his inititals are JC, 
just tike Jesus Christ, so John 
Coffey is almost like Jesus 
Christ in the way he goes about 
his everyday world. He has no 
remorse, he doesn’t hate any¬ 
body, he doesn’t dislike any¬ 
body. He wants to love every¬ 
body, but it’s not like that back 
in 1935 for a gigantic Black 
man like him, seven feet tall 
and 330 pounds. There’s no way 
somebody’s going to show him 
love, not even some of his own 
people, because he’s an oddity. 

“John Coffey probably trav¬ 
els along railroad tracks or 
along river banks, where people 

won’t see him. He probably 
naps here and there and goes to 
people’s houses to do odd jobs 
to earn a meal. That's a very 
lonely world. You don’t have 
any friends, but maybe birds 
and bugs. He likes them, and 
they talk to him. And that 
sounds crazy, but he under¬ 
stands their world, and they un¬ 
derstand him. So I draw on 
things in my life to do this char¬ 
acter, some terrible times in my 
life growing up." 

Duncan noted that audiences 
should be prepared for a very 
emotional, tearful response to 
this “mysterious” character, and 
are going to need more than just 
some tissues. “They’re going to 
need paper towels for this one,” 
Duncan said, with a laugh. 
“Coffey is like that, he’s going 
to have you crying and have 
you feeling, and you’re not go¬ 
ing to understand the conse¬ 
quences he has to go through, 
and you’re going to leave won¬ 
dering why certain things hap¬ 
pened.” 

Duncan agreed that most gi¬ 
ant characters in films have been 
monsters, oafs or other types 

very different from Coffey: “But 
he’s very kind, very gentle, he 
doesn’t raise his voice, he's nev¬ 
er hit anybody in his life, al¬ 
though he has scars all over 
him,” Duncan said, pointing to 
the extensive prosthetic scars on 
his upper arms. “But nobody 
knows why; it may have been 
from being abused when he was 
smaller, or maybe from other 
things, and that’s part of the 
mystery of him.” 

Duncan said he got acting 
training early on, at home: “The 
best teacher I had was my moth¬ 
er. She always told me I had to 
read with feeling. But when 
you're in grade school and you 
have to read out loud those 
’Tom, Dick and Jane’ books, I 
would read it with excitement, 
and the other kids are reading it 
dull. And they teased me for 
reading ‘funny’ and it would 
hurt my feelings because 1 
thought they were being mean 
to me. But my mom said 1 
would understand one day, and 
that if I wanted to be an actor, I 
had to start reading with feel¬ 
ing. But when you’re in the 
sixth grade, you’re just trying to 

make it through life. But as 
usual, my mother was right.” 

One of the pleasures of 
THE GREEN MILE for Dun¬ 
can has been working with 
Tom Hanks, who is, Duncan 
noted, a “joker. He’ll rib you 
all day. He can give jokes and 
he can take them at the same 
time. Working with him has 
been wonderful. I tease him 
all the time about SAVING 
PRIVATE RYAN, and he 
teases me about ARMAGED¬ 
DON. And the other night an 
assistant comes to my door 
and says, ‘Here. Tom wants 
you to have this,’ and hands 
me this nice box, and there’s a 
watch like trainmen would 
have, a pocket watch, and it’s 

engraved with a message from 
him. I don’t know what made 
him do this, but it was a very 
kind gesture of friendship. I will 
never wear the watch, it will go 
in my trophy case and always be 
on display. I really thought that 
was a class act.” 

Duncan’s casting in the role of 
Coffey even had the blessing of 
Stephen King, Duncan enthused: 
“When he visited the set, he 
comes in and looks at me and 
says, ‘You’re just like what I saw 
in my dreams.’ And he said walk¬ 
ing onto the Green Mile set was 
like walking into his mind. And 
I’m just standing there in awe, 
because I’ve seen most of his 
movies. He was just so astounded 
about the way everything looked. 
He gave me his autograph, and it 
was just like a dream. 

“And the other day, Steven 
Spielberg was down here. And 
I’m thinking, man, how cool is 
this: Stephen King, Steven 
Spielberg, and I’m working 
with Tom Hanks, and I’m get¬ 
ting paid for all this. It’s won¬ 
derful, and I’m really enjoying 
myself and wouldn't have it any 
other way.” □ 
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man, an innocent family, it sav¬ 
ages people, both the people 
who experience it and the people 
who perpetrate it. Us, the war¬ 
dens, the guards, the industry 
around it, becomes a mad¬ 
house.” 

Patricia Clarkson, who plays 
the warden’s sick wife, Melinda, 
feels THE GREEN MILE “has 
many profound statements, a 
wealth of ideas and thoughts. It 
takes you on a journey, in many 
ways: morally, ethically, emo¬ 
tionally and spiritually.” 

Melinda develops cancer in 
the story, which was shown 
through makeup and facial pros¬ 
thetics by the KNB Efx Group, 
Clarkson had not done any work 
before with prosthetics, and not¬ 
ed. “They’re extensive in a way, 
but How ard [ Berger J is so talent¬ 
ed, it looks so real. I really look 
like I’m at death’s door, basical¬ 
ly. And it took a while, because 
you’re walking that fine line of 
making me scary, and deathly ill, 
yet not becoming, you know, 
‘Friday the Thirteenth.’ Howard 
and Frank, who has such a great 
eye, came together with this 
amazing look. They built out my 
cheek bones a little bit, and my 
eyebrows, to make my eyes real¬ 
ly sunken. And I wore contacts.” 

Working with such a major 
change in her appearance, first of 
all meant “My vanity just had to 
go way out the window,” Clark¬ 
son said, laughing. “The good 
thing is I get to look really lovely 

“Old Sparky," production designer 
Terence Marsh's grand guignol vision 

of capital pinishment '30s-style. 

ADAPTING STEPHEN KING 
Writer / director Frank Darabont on 
filming King's supernatural thriller. 

By Douglas Eby I 

THE GREEN MILE is f 
Frank Darabont’s first film as i 
director since making THE * 
SHAWSHANK REDEMP¬ 
TION, another film based on 
a Stephen King story. Earlier 
he had made his first film 
from a King story, THE \ 
WOMAN IN THE ROOM | 
(1983), a half-hour short. 
Darabont termed THE | 
GREEN MILE another ex- j 
ample of "bringing the unnat- I 
ural into the most mundane I 
settings. Actually Death Row 1 
in 1935 is not a pedestrian I 
setting in that sense, but it’s 
an evocative setting to bring 
something spiritual and 
strange into.” 

This “unnatural” aspect is 
something Darabont said he ap¬ 
preciates about the story “very 
much. It’s a wonderful environ¬ 
ment for a story like this to take 
place. A symbol of life being 
brought into a place that sym¬ 
bolizes nothing but death, real¬ 
ly. It’s a very interesting crack 
to fit your story and characters 
into. Another thing 1 found very 
wonderful and attractive about 
King’s story was the fact that 
there was an opportunity to ex¬ 
plore a group of characters in an 
ensemble way, much like in 
SHAWSHANK with the prison¬ 
ers, and now we’re exploring 
the lives of these guards. And to 
show them as the human beings 
who arc responsible for the me¬ 
chanics of death in a place like 
this, at a time when it was more 
accepted than it is now. There is 
an almost mechanical aspect to 
it, and to see these men, who 
were really just working men, 
who have their own lives, and 
wives and children, and each 
other, but happen to have this 
particular job. And to see how 
each man responds to that job. 

Darabont, who previously adapted King’s 
THE SHAWSHANK REDEMPTION (1994) to 
critcal accliam, calls “action'' on the set. 

what level of humanity remains 
in them or is compelled in them 
by the story—or what erodes 
that, or what increases as the 
story moves along. Docs the 
level of humanity increase in 
our characters, or decrease, as 
the story takes them through the 
journey? It’s really good story¬ 
telling. It’s King at his best, I 
think.” 

Darabont stopped to discuss 
THE GREEN MILE during 
filming as the production en¬ 
tered its third month of shooting 
on sound stages in Hollywood, 
a length of time that makes 
Darabont want to “gel the hell 
out of Dodge, and go on loca¬ 
tion for a month, which we’re 
going to do next week.” He not¬ 
ed that length of time on one set 
is an ordeal: “After a while you 
try not to, but do feel kind of 
creatively constipated. We re 
pointing the same camera at the 
same actors on the same set 
with the same wall back there; 
how do we do this differently?" 

He also noted that “half of 
the conversations in this movie 
take place through bars. It’s 

very deceptive when you 
read the script, because you 
don’t visualize placing the 
camera for every line of dia¬ 
logue, or every setup; you’re 
just reading the scene, and 
guys are talking to one an¬ 
other. It’s not until you’re ac¬ 
tually doing it shot by shot 
that you realize, holy shit, 
half the conversations, liter¬ 
ally, arc through bars. And 
it’s like micro-surgery trying 
to get the coverage. There’s 
nothing worse than a shot 
where one of somebody 's 
eyes is blocked. It’s just 
wrong. There’s something 
weird with it. It looks like the 
actor wasn't in the right 
place. So you really need to 
see two eyes, for the most 

part, and getting that has been a 
bear.” 

Referring to a cast member 
saying the film is being shot 
more or less in sequence, which 
is probably unusual for most 
productions this size, Darabont 
noted, “Because we’re virtually 
on one stage, and the same set, 
it seems to be a fairly contained 
circumstance, and can go some¬ 
what in sequence. Obviously, 
we have to skip over any exteri¬ 
ors, which we’re now going to 
go shoot out of town. We did 
something similar in SHAW¬ 
SHANK: because we were al¬ 
most exclusively in that one lo¬ 
cation, a big existing prison, we 
decided to shoot in a sequence 
of years. In other words, I broke 
the script down into years; each 
scene had a year assigned to it. 
So we would shoot the scenes 
for 1946. If the production de¬ 
mands meant we wouldn't be 
shooting in strict sequence, at 
least we would shoot 1946, and 
then go on to 1950, and '55 and 
whatever those years were.” 

The sets for THE GREEN 
MILE, like the big cell block in 
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DARABONT ON DIRECTING 

u|’m a little more willing to take chances, 
visually. Maybe one of these days I'll feel I 

know what I'm doing. Every day feels like 
guesswork, but that's what this job is, really.” 

SHAWSHANK. are the work of 
production designer Terry 
Marsh. Noted Darabont about 
SHAWSHANK, “The two hun¬ 
dred or so cells were all a set. 
People assumed it was a practi¬ 
cal location, but it was built 
about a mile from the prison, in 
a warehouse. You literally could 
not shoot in the existing prison. 
You need walls that move, you 
need to put in lighting, you need 
to be able to design skylights up 
in the top of the cell blocks, so 
during daylight you can actually 
pump some light down there. 
Plus 1 wanted to configure it 
with two tiers, two sides facing 
each other, and a lot of cell 
blocks aren't like that; the 
blocks are actually back-to- 
back, facing outward in a lot 
of those old prisons.” 

In spite of the film being 
a kind of “tall talc” as he put 
it, Darabont agrees that THE 
GREEN MILE does not 
leave grounded reality as 
such films as BRAZIL have 
done: “Stylistically, it’s 
much more in line with a 
tone of reality than fanciful¬ 
ness,” he said. But there arc 
touches. For example, in the 
detail work of arches in the 
cell block itself, there's some 
gingerbread, kind of ‘haunt¬ 
ed mansion’ stuff going on 

there. It’s a delight. When we 
go on location to the prison 
about ten minutes outside of 
Nashville, built around the 
same time as the one in SHAW¬ 
SHANK. and inactive, like that 
one was as well. But the front 
facade looks like Mad King 
Ludwig designed it; it looks like 
a castle from a fairy tale. 

“So when they’re electrocut¬ 
ing Delacroix during the storm, 
1 want to get out there and get a 
shot of the ‘castle’ with light¬ 
ning behind it. In that moment, 
it will turn into a fairy tale. It 
will have what is a very real 
structure, and what was used as 
a prison for a hundred years, but 
if you shoot it in the right way. 

in the right moment, suddenly 
‘The Evil Queen' from the Dis¬ 
ney movie could live there. So 
I'm trying to take us into that 
place in subtle ways, at times, 
in the movie. Which is fun. It’s 
fun to try to work those ele¬ 
ments in.” 

But, the director assures, it is 
also not his intent to make it a 
“wild fantasy” at all. “It’s not 
like COMPANY OF WOLVES 
or NEVER ENDING STORY” 
he declared. “There’re are just 
little hints as you go along, al¬ 
most subliminal clues. 1 don't 
know how many people in the 
audience will get that hit, that 
rush of, ‘Oh, my God, it’s the 
Evil Queen's castle’ when they 
see that shot in the movie, but 
enough will. And maybe they 
won’t even realize they’re get¬ 
ting that hit, maybe it’ll be just 
under the skin. That’ll be a great 
tonal layer to add.” 

Introducing those kinds of 
subtle fantasy elements help 
make directing the great plea¬ 
sure it is for him. Darabont not¬ 
ed, enjoying a cigar outside the 
sound stage. And as for this spe¬ 
cific project, he said, “Ultimate¬ 
ly what drew' me to it was that it 
is just a hell of a compelling 
story. Great characters undergo¬ 
ing some hairy, extraordinary 
circumstances in their lives, 
which I think tends to make for 
the best story telling. And I 

have really enjoyed working 
with my cast. 

“My crew is no slouch ci¬ 
ther. This is an extraordinary 
group of people, indeed the best 
I’ve ever seen. This cast has just 
been a blessing. I haven’t had 
an asshole in the bunch. I 
haven’t had anyone who wasn't 
a prince. They’re so profession¬ 
al and so pleasant and so there 
for you, and willing to trust me 
that it will be okay. I don’t feel I 
have to convince anybody to do 
anything a certain way, and that 
is much to their credit. And 
hopefully I'm right. Otherwise 
we’ll all look like idiots,” he 
added, with a laugh. 

Darabont considers THE 
GREEN MILE an opportunity 
for him to be “a little more will¬ 
ing to take chances, visually, 
than I would otherwise in 
SHAWSHANK. I guess I'm 
fairly meticulous in how I want 
something shot, but on the other 
hand, sometimes if it gets a lit¬ 
tle sloppy, it gets a little energy 
into it. You wind up with some¬ 
thing that has a little more zip to 
it. So I'm exploring that a bit. 
Maybe one of these days I’ll ac¬ 
tually feel I know what I’m do¬ 
ing. Every day feels like guess¬ 
work, but then I suppose that’s 
what this job is, really.” 

In addition to directing, 
Darabont has contributed to 
several films as a writer—THE 

FAN, ERASER, FRANK¬ 
ENSTEIN, and SAVING 
PRIVATE RYAN. “I gave 
Steven a draft of that before 
he went off to shoot it,” 
Darabont noted. “Let me tell 
you, it was a great pleasure 
to work with Steven Spiel¬ 
berg, and a great pleasure to 
work on that material. I was 
honored to have done it, and 
even more so having seen 
the movie. Two months be¬ 
fore it came out, he had a 
screening for those immedi¬ 
ately concerned, and I was 
really thunderstruck when 1 
saw the film.” □ 



DOUG HUTCHISON 
X-FILES’ Eugene Victor Tooms tries his hand at a 
different horror role, that of King’s Percy Wetmore. 

Hutchison, a popular X-FILES serial killer, as Wetmore, a 
sadistic prison guard at the Cold Mountain Penitentiary. 

He has It In for the Inmates’ magical pet mouse Mr. Jingles. 

By Douglas Eby 
As a sadistic guard named Percy Wet¬ 

more, Doug Hutchison expresses lethal 
animosity toward the special pet mouse 
in the prison: “I’m intent on Mr. Jingles' 
death," he said. “I think Percy could be 
the spokesperson for some extermination 
company. But mostly I have it out for 
one of the prisoners, Delacroix, and he 
has befriended Mr. Jingles, so to antago¬ 
nize Delacroix, I end up trying to bring 
harm on his pet." 

Percy’s attitude toward the central pris¬ 
oner character John Coffey is that "he’s 
just another killer, another prisoner on the 
Mile. I have pretty much a disdain for all 
the prisoners there, and one of the beefs 
that Hanks' character has with me is that 1 
don't treat them with any sense of human¬ 
ity. And from my point of view, they’re 
not human. The reason they're there is to 
be put to death, to be exterminated. 
They've done horrific things. John Coffey 
is there because he’s been convicted of 
raping two little white girls, and killing 
them. So I treat the prisoners like I feel 
they deserve to be treated; like animals 
going to slaughter. 1 have no reserve of re¬ 
spect for them. And that causes a lot of 
tension between me and the other guards, 
because they want to treat them like men, 
and don’t want their last days to be, neces¬ 
sarily, hell on earth, before they’re sent to 
or Sparky. Whereas I want to make them 
as miserable as possible." 

One of Hutchinson’s more notable earlier 
roles was Eugene Victor Tooms in two X- 
FILES episodes, “Squeeze” and the sequel 
“Tooms," which originally aired in 1994. 
Hutchison finds this to be a very different 
role and experience. “Eugene was a blast to 
play," he exclaims. “Yellow-eyed, mutant, 
liver-eating serial killer,” he laughed. That 
was a particular challenge because 1 didn t 
have any lines, hardly, so 1 really had to rely 
on a kind of quieter persona. Whereas one 
of Stephen King's descriptions of Percy is 
‘he brings noise in like a bad smell.’ He's 
loud and grating, someone who wants to be 
noticed a lot. He demands attention be paid. 
Because I can't fit in, I feet a misfit, and 
lash out. But Tooms didn't want to be seen, 
he wanted to be in the shadow so he could 

eat his five livers and go hibernate.'’ 
On his upper arm, Hutchison has a ring 

of tattoos of Egyptian hieroglyphs: "I got 
this in honor of my grandfather, who died 
last summer, and we were very close. The 
symbols represent different letters or ideas 
in Egyptology. These are his initials, and 
that little walking symbol is ‘travels with 
wings through the gateway of Heaven’ and 
this is ‘R.I.P.'—rest in peace. I went 
through a book of symbols to find these. 
I'm not sure it's finished, though. 1 might 
add to it so it’s more like an armband.” 

THE GREEN MILE has provided a lot 
for Hutchison to like: “I could go on and 
on," he said. “Pm working with my heroes, 
Tom Hanks, Frank Darabont, David Morse. 
This has been an amazing adventure for me, 
from a personal point of view. From a pro¬ 

fessional point of view, I’ve got to tell 
you, when I read this script, I cried. I 
wept. And I’ve found that's been the re¬ 
action of a lot of people. And this is the 
best script I've read in ten years, so to be 
attached to something like this is such a 
blessing. And from an actor's point of 
view, it’s such a challenge, because it’s 
such a rich and colorful character. What 
1 try to do, because I tend to get cast, at 
least recently, in ‘bad guy’ roles, is I try 
to fill it up with as much humanity as 
possible. When you see this character, 
even with the horrific things I do in the 
film, you’re going to see a human being 
and you might even see layers of why 
someone does something. And if you see 
that, then I've succeeded, because I've 
drawn you into my heart, and even 
though you’re repulsed by me, you can 
understand me. And then the actions are 
that much more horrific, because they’re 
done, not by a monster, but by a fright¬ 
ened human being. And therein is the 
challenge of playing an antagonist or a 
villain. And it's just fun to do that. You 
get paid and praised for it, and Tom 
Hanks and David Morse thank you. 
That’s delightful. It’s not a punishment." 

Hutchison cites one scene as an exam¬ 
ple of Percy's character: “I’m asking 
Paul, Tom Hanks’ character, to please put 
me in charge of the next execution. Basi¬ 
cally, I’m forcing his hand; I'm saying if 
he doesn’t do this. I'm going to do some¬ 

thing in reaction. That scene could be played 
a plethora of ways. It was actually my audi¬ 
tion scene, and when I auditioned with it, I 
did it very menacingly and almost like mani¬ 
acal. and Frank had me come back and he 
said, ‘I’d like to sec you really want to do 
this job, ask him [Paul, the head guard] to 
give you a chance, to prove yourself. And if 
you play it that way, hopefully our audience 
maybe at that point will say, yeah, give him 
the job, maybe he’ll do something good. 
And then when the dominoes start falling, 
the stakes will be that much more height¬ 
ened. So there are little pieces like that, that 
aren't necessarily written in the script, but 
you can find them if you scratch the surface. 
Thankfully Frank, too, is looking for those 
pockets, so that we’re not just going to be a 
stereotype." 
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when I get out of it. But it’s fabu¬ 
lous, because when the makeup 
is good, it of course aids you. 
When the makeup was done, you 
couldn't see any lines, you’re just 
there. And everyone on the set 
would help me around, asking if 
they could get me anything, and 
was I okay. But the makeup real¬ 
ly helps take you into your char¬ 
acter. It’s always about what’s 
coming from the inside, but 
what's on the outside has to be 
right, or it doesn’t work." 

s the mechanical and M makeup effects compa¬ 
ny for THE GREEN 
MILE, K.N.B. Efx 
Group, (KNB) of 

Chatsworth, California, had a lot 
of work to do, according to 
Howard Berger, the B in KNB. 
One job was creating mechanical 
versions of Mr. Jingles, the 
mouse who is adopted as a pet in 
the prison. Berger noted, 
“There’s a sequence where the 
mouse gets stepped on and 
crushed. The character John Cof¬ 
fey is able to breathe life into it, 
bring it back. So we had to match 
these itty bitty little mice, and it 
was really hard because they’re 
so small. We had four or five dif¬ 
ferent versions. Two were radio- 
controlled, that could just lay on 
the floor and twitch. Then we had 
two that were cable-operated, that 
could do more complicated, spe¬ 
cific movements like breathing 
and head moving, and mouth 
opening." Berger noted that mak¬ 
ing such creatures the actual si/e 
of small field mice was “a bitch." 
There was also a puppet operated 
with rods through a fake floor. 

The company’s main chal¬ 
lenge was creating an anima- 
tronic of Edward Delacroix 
(Michael Jeter) getting electro¬ 
cuted in “Old Sparky" which in¬ 
volved a very realistic and fire- 
resistant mechanical. 

Another construction was the 
son of the character played by 
Gary Sinise. Noted Berger, 
“Tom Hanks goes to visit John 

Sam Rockwell gets the drop on Doug Hutchison as guard Percy Wetmore, 
characters crafted by King “that everyone loves to hate." said Hutchison. 

Coffey’s lawyer, played by 
Sinise, to find out about Coffey. 
And the lawyer says, ’Coffey 
seems okay, but he can attack 
you at any moment, kind of like 
we had a family dog and it bit 
out my kid’s eye’—so the kid 
comes up. and we see his eye’s 
gone, from prosthetic makeup on 
this little nine-year-old kid." And 
KNB developed life-like dum¬ 
mies for the beginning of the 
film, an important set-up in 
which Coffey is seen with two 
murdered girls, supposedly at his 
hand. “You see him cradling 
these dead little girls," Berger re¬ 
lated. “Michael Clarke Duncan, 
who plays John Coffey, is a 
huge, massive guy, but Frank 
wanted him to always appear 
bigger, like when he’s in scenes 
with actors, he’s on boxes, so he 
looks over seven feet tall. So 
they cast the little girls, and we 
did live casts of them, and then 
scaled them down to half si/e 
sculptures. We made them out of 
silicone, so they had a lot of 
weight and felt real. They’re in 
the opening scene, all bloody 
and their clothes are ripped to 
shreds. It's really horrific," 

The other primary responsi¬ 
bility for KNB was devising the 
makeup for the warden’s wife, 
Melinda Moores (Patricia Clark¬ 
son), applied by Lois Burwell. “I 
did a prosthetic that was a simple 
brow piece, and cheeks to hollow 

Director Frank Darabont (r) confers 
on the set wfth KNB s Howard Berger. 

Right: Mr. Jingles, doubled in some 
scenes by KNB’s lifelike fx puppet. 

her face out, and contact lenses, 
and dentures, and paint. It really 
looked great, almost EXOR- 
CIST-like. When Lois and Frank 
[Darabont] and myself discussed 
that makeup, that was kind of the 
direction, because Frank loves 
horror movies. Although I think 
what Frank was describing was a 
little over the top for me, so I 
kind of pulled back a little bit." 

As THE GREEN MILE’S an¬ 
imal stunt coordinator, with his 
partner BettyLinn, Boone Narr 
supervised the at times complex 
actions of a team of 24 mice, 
both male and female, depicting 
a single “character,” Mr. Jingles, 
the mouse adopted by a death 
row inmate, Edward “Dell" 
Delacroix (Michael Jccter). 
"They were trained to do specif¬ 
ic things in the story, and then 
we had backup mice to those 
mice. And also, we had climbers 
and jumpers, and runners and 
steady mice and standup mice, 
some that worked on Dell's 
shoulders, or did acrobat things. 

Sometimes one scene would 
take all day. And so we wouldn’t 
wear the little guys out, we’d 
train several mice to do specific 
behaviors." 

Noted Narr, “Mice are really 
smart. They do some things in 
this movie that are going to make 
people wonder. Their little minds 
are like a little computer chip. 
Once you get them programmed 
to do something, they do it. 
They’ve been really reliable.” 

Narr’s team started training 
their rodent actors three months 
before filming began, using a 
breed that Darabont had picked 
as looking like a wild field 
mouse that might sneak into a 
place such as THE GREEN 
MILE’s prison. Narr pointed out 
that in the movie “the mouse 
ages, so we have another whole 
set of mice that’s a different 
breed and looks older for the end 
sequence in the film.” 

While still shooting the film, 
Darabont said he didn't yet have 
a strong feel for how it would 
come out. “I’m not quite sure 
what to make of the film yet, and 
1 don't suppose I will until it's 
done and released, and the audi¬ 
ence decides what to make of it. 
Because it’s just odd. There’s 
cute, funny mice doing tricks; 
there’s people being electrocut¬ 
ed; there’s bodies being burned; 
there’s magical events, healings. 
There’s so much weird stuff in 
this movie.” 
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“It’s just odd. There’s cute, funny mice doing 
tricks; there’s people being electrocuted; 

there’s bodies being burned; there’s healings. 
There’s so much weird stuff in this movie.” 



By Michael Beeler 

The Crow, the mythical cre¬ 
ation of James O'Barr that re¬ 
turns from the dead to balance 
the scales of justice, is set to re- 
turn. The producers of THE 
CROW III: SALVATION are 
proving once again that they are 
tenacious filmmakers. When 
Brandon Lee, the lead actor in 
the first CROW film was killed 
during production and Para¬ 
mount abandoned the project, 
the producers didn't seem to 
hesitate. They simply enlisted 
the help of the effects wizards at 
Dream Quest, finished the film 
and found a new distributor. 

Likewise, when the second 
film CITY OF ANGELS was 
released to drab reviews and di¬ 
minished ticket sales, the pro¬ 
ducers didn’t bat an eyelash. 
They took the hits to their egos 
and pocketbooks and then 
quickly set out to make the third 
installment of THE CROW 
franchise. Dimension Films 
opens the Miramax and Edward 
R. Pressman production nation¬ 
wide in the first quarter of 2000. 

Sitting in his hotel suite in 
Salt Lake City, Utah, where 
SALVATION was filming, pro¬ 
ducer Jeff Most showed himself 
to be a stout professional. He 
openly admitted the failing of 
the second film, while enthusi¬ 
astically detailing the reasons 
for making the third. 

“Well, the idea was to move 
ahead,” said Most, who along 
with Edward R. Pressman has 
produced all of the CROW 
films. “Given that there is a 
huge CROW following out 
there, I think that we very near¬ 
ly, after the opening of the sec¬ 
ond CROW, began a search for 
a great story and a great writer 
to work with a great story. The 
project, virtually, immediately 
went into development. We 
wanted to get back into it. 

“I think that we could have 

debut work in INTERVIEW 
WITH A VAMPIRE and has 
since appeared to critical no¬ 
tices in JUMANJI, SMALL 
SOLDIERS and LITTLE 
WOMEN, was enrolled as the 
lead actress. And Eric Mabius, 
who first came to notice in 
WELCOME TO THE DOLL¬ 
HOUSE, the Grand Jury Prize 
winner at the 1996 Sundance 
Film Festival, donned the face 
makeup and assumed the man¬ 
tle of The Crow. 

Dunst admitted that she had 
never seen either of the CROW 
movies because she didn’t want 
to see them before she did the 
movie. Mabius openly ac¬ 
knowledged that he was advised 
to avoid the second film, then 
went on to reveal that he had an 
interesting connection with the 
first movie. 

“To be honest with you," 
said Mabius, who portrays a 
new, younger, short-haired ver¬ 
sion of The Crow, “I haven't 
seen the second one. Bharat 
asked me not to. So I didn't 
watch it. 

“I did see the first one. Actu¬ 
ally, when I was just out of high 
school—I graduated early—the 
first film I ever auditioned for 
was THE CROW. The first one. 
And the part—after Brandon 
was set, obviously because I 
was too young—the part I end¬ 
ed up reading for was the char¬ 
acter who ended up shooting 
(Lee] during the shootings. 
They actually filmed it. So, I’m 
not upset that I didn’t get the 
part." 

Mabius did go on to play 
other roles. He appeared in I 
SHOT ANDY WARHOL and 
THE JOURNEY OF THE AU¬ 
GUST KING, as well as two 
telefilms and several plays, in¬ 
cluding Dinner At Eight and 
The Seagull. He has two well- 
received independent films 
newly released on video, 
LAWN DOGS and THE 

Sixteen-year-old Kirsten Dunst stars as Erin Randall In a continuation of 
O’Barr's gothic love story from beyond the grave, opening first quarter 2000. 

done better with the second, in 
several respects. But, you know, 
it is often the case that the sec¬ 
ond picture, in a franchise, does 
not live up to the expectations 
of the first. Franchises have 
been saved, numerous times, by 
their third pictures and gone on 
to blossom into bigger and big¬ 
ger success stories that stand for 
years and years. Decades." 

In order to spark the creative 
juices of this production, Chip 

Johansson, a writer and produc¬ 
er for Chris Carter’s MILLEN¬ 
NIUM television series, was 
hired to write the screenplay 
from a story developed by Matt 
Greenberg, who wrote MIMIC. 
Bharat Narulli, the young Lon¬ 
don based director of KILLING 
TIME, was brought in to direct 
the film. 

Sixteen-year-old Kirsten 
Dunst, who was nominated for 
a Golden Globe award for her 

James O’Barr’s dark 
avenger gets a third 
movie incarnation. 
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showcase some real street smart 
production designs from two 
upstarts: Maia Javan, produc¬ 
tion designer and Tom Meyer, 
art director. Special effects will 
be administered by the talents 
of KNB. 

“I think we relished the op¬ 
portunity to devise an entirely 
new world, with new characters 
and a new telling of The Crow,” 
concluded Most. “A new ap¬ 
proach to the telling of The 
Crow story, was as big a desire 
as anything. 1 don't think it was 
an attempt to, in any manner, 
account for anything other than 
a desire to move ahead and 
make something even better 
than we have in the past. It's 
what one strives for artistically. 

“When you provide the 
world a film that was as suc¬ 
cessful commercially and criti¬ 
cally as the first CROW, you’re 
challenged. And you want to 
come back, with something 
even finer, more detailed. 
You’re strengthened by the de¬ 
sire to overcome the odds and 
make something even more fan¬ 
tastic. And I think, in this re¬ 
spect, we certainly heard our 
calling. We really wanted to do 
something very new and fresh. 
And that’s what we set out to do 
with THE CROW: SALVA¬ 
TION.” □ 

“That’s the common theme: 
the crow that brings these peo¬ 
ple back. It's about something 
that tears their souls apart, is 
not resolved, and they need it to 
be resolved. And this crow is 
the guide for them to do this. 
That’s the common point. And 
unfortunately it turned out that 
Brandon wasn't around to do a 
second and third CROW. But, it 
just so happened, with each one 
it’s been someone different. 
And I think that each person is 
bringing something different. 
I'm not trying to cop out on the 
answer and make it ail pretty. 
But, 1 really believe that." 

This film will 
move The Crow to a 
small town where a 
young man is framed 
and executed for the 
brutal murder of his 
girlfriend. Returning 
as The Crow, the vic¬ 
tim becomes the 
hunter in order to 
track down the lethal 
corruption that killed 
him and grips the 
town of Salvation. 

Most of the production was 
filmed on location in and 
around Salt Lake City, with al¬ 
most no use of the miniaturized 
cityscapes so prevalent in the 
first films. The film will also 

Eric Mabius as a younger, short-haired Crow, visits the gravesite 
ot his murdered fiancee. Inset' Mabius In Crow make-up by KNB. 

ctThe part I ended up reading for 
was the character who ended up 

shooting Brandon Lee in the 
movie,” said Eric Mabius. “So I’m 
not upset I didn’t get the part.” 

BLACK CIRCLE BOYS. 
LAWN DOGS is a phenom¬ 

enal movie that was a fitting 
precursor to SALVATION in 
that it showed off both his chis¬ 
eled, young, agile body and his 
mature depth as a performer. 

“It’s interesting how things 
come full circle,” Mabius re¬ 
turned when questioned about 
the benchmark established by 
Lee. “I’ve gotten it a hundred 
times: ‘Is it hard following in 
Brandon’s footsteps?’All of 
those kinds of questions. I 'm 
sure that some people are going 
to be irate. They were for the 
second one. You know, for sort 
of desecrating the memory of 
Brandon.” 

THE CROW was conceived 
in 11 out of the haunting 
memories a young writer could 
not shake, when his fiancee was 
senselessly killed by a drunk 
driver. James O'Barr’s story 

was finally published, as a com¬ 
ic book, in 1989 but only after 
years of gnawing at his personal 
recollections of that tragic loss. 

The gothic story of love and 
revenge struck a nerve in many 
who read it. Consequently, new 
Crow stories took root in other 
comics, books, the films, a tele¬ 
vision series and a soon to be 
released video game. Even the 
platinum soundtracks, from the 
first two movies, have had a 
hand in the retelling of The 
Crow. 

“People forget that the origi¬ 
nal story was born out of James' 
specific tragedy,” continued 
Mabius. “So no one person 
owns specific rights. The Crow 
itself, the title doesn’t revert to 
Brandon Lee or the character 
that I’m playing or Vincent 
Perez [The Crow in CITY OF 
ANGELS] played. It’s about 
The Crow. 

It’s raining bodies. Bruce McCarty as Dt. Madden investigates another puzzling 
death in THE CROW: SALVATION, produced by Edward R. Pressman Films. 



THE EXORCI ST FOR Y 2 K 

Cinematographer-turned-director Janusz 
Kaminski on exorcizing the horror cliches. 

Kaminski reviews a take on location with producer Nina Sadowsky and 
executive producer and co*scrlpter Betsy Stahl, melding imagery and story. 

By Douglas Eby 
Janusz Kaminski has estab¬ 

lished a reputation as a cine¬ 
matographer, working on such 
films as SCHINDLER’S LIST, 
THE LOST WORLD, AMIS- 
TAD and SAVING PRIVATE 
RYAN. He’s making his direct¬ 
ing debut with LOST SOULS, 
which New Line Cinema is 
opening nationwide February 4. 
The project is much more in¬ 
volving for him, he said, and in¬ 
cludes work outside photogra¬ 
phy. For example, he noted they 
are doing a “tremendous 
amount of work” on the sound 
track. “We hope to spend an en¬ 
tire month doing sound.” 

Kaminski has commented 
before [31:8:12] about appreciating some of 
the horror classics like THE EXORCIST 
and ROSEMARY’S BABY, but said there 
arc no specific films influencing his work 
on this one: “I think in a sense all the 
movies I’ve seen, to a certain degree, influ¬ 
ence me. There isn’t a movie I modeled 
LOST SOULS on. Even if I was trying to 
make THE TENANT or REPULSION, I 
would never make it, because I'm not 
Polanski. I always think of Polanski and 
Kubrick, with his sense of suspense and 
mystery, and Bunuel. These are directors I 
love, but am I inspired by them? It would be 
a great honor to be inspired by them, but I 
think this is just a Janusz Kaminski movie. 
It’s my upbringing and what I like." 

Kaminski emphasized that his new title 
and responsibility as director is “not a tran¬ 
sition. That indicates I was in a process of 
transit. I was not. I am a cinematographer, I 
love being a cinematographer. It’s a profes¬ 
sion all its own, and I have no desire to 
leave it. I’d like to direct more movies, but 
cinematography is a job I am fascinated by. 
Next movie I do will be as cinematograph¬ 
er, and hopefully the one after as director." 
He noted that this is not such a new position 

for him, and that he’s shot commercials for 
other directors, as well as directing ones 
himself. 

Steven Spielberg has said of Kaminski’s 
work, “Janusz is not one-size-fits- 
alL... He tells a cinematography story on 
top of the writer’s or director’s story, and he 
designs the photography according to the 
beats and measures of the narrative.” 
Kaminski, responding to a question about 
how involved he is on LOST SOULS in the 
photography, said, “The primary difference 
between being cinematographer and being 
director is that the means you’re using to 
tell the story are completely different. As a 
cinematographer, you’re telling the story 
very much in a nonverbal way. You use vi¬ 
sual metaphors, you use actors blocking and 
gestures, and the light and composition to 
tell the story that’s on the paper. In the job 
as director, you use that, as well as having 
the great medium of people’s performance 
and verbal story-telling. And that is a fan¬ 
tastic thing to be able to use—the emotions 
and the words, and I find that is very fasci¬ 
nating. It’s completely different from being 
cinematographer. It’s so much bigger than 
the nonverbal storytelling, and you can real¬ 

ly modify and improve the sto¬ 
ry, or you can ruin the story.” 

An interest in spiritual 
themes in film is something 
Kaminski shares with produc¬ 
ers Nina Sadowsky and Betsy 
Stahl, working for Meg Ryan’s 
Prufrock Pictures: “Spirituality 
is very important, for anyone” 
he said. “We all have it. 
Whether we want to venture in 
that direction is another thing. I 
grew up in an essentially Com¬ 
munist country, that by doctrine 
negates the church. However, 
with that doctrine, the church 
had an extremely strong pres¬ 
ence in my upbringing. I was 
raised as a non-religious per¬ 
son, but all my neighbors and 
friends would go to church on 

Sunday, and wear these beautiful uniforms 
to take part in the religious ceremonies. My 
father happened to be a Communist. My 
need to venture in the direction of religion 
is really large, so perhaps that was the rea¬ 
son 1 was interested in LOST SOULS, be¬ 
cause it deals with a character who is essen¬ 
tially a non-believer, and who starts believ- 
* _ n 
ingp 

As a partner with Meg Ryan in Prufrock 
Pictures, Sadowsky said their company al¬ 
ways looks for material “that will have a 
strong underlying theme; that will entertain 
on a populist level that will hopefully en¬ 
gender some discussion. The way Meg and 
I work is that we sit down periodically and 
talk about thematic ideas we’d like to ad¬ 
dress, and we get much more proactive 
about seeking material, as opposed to just 
reading everything that gets sent to us indis¬ 
criminately. And in different ways, we have 
done our own explorations of the world of 
spirituality. Not really religion, which I 
think is largely the antithesis of spirituality. 
So we were interested in crisis and spiritual 
rebirth or reawakening, and felt that this 
story had a really great construct, because it 
had a person of absolute faith, and a person 
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Winona Rydor Is high on the film, which opens February 4, after postponement of Ks debut last October 1. 

of no faith, and a situation that required the 
two of them to function cohesively togeth¬ 
er, from opposing theological and philo¬ 
sophical viewpoints. And we thought that 
construct was a really interesting one to 
hang a thriller on, that we could deliver all 
the chills and the spills, and the unnerving, 
unsettling elements that this story certainly 
delivers, but at the same time have a kind of 
smarter, and deeper backstory that smart 
viewers will get. Some people will just go 
along for the ride, and scream at the scary 
moments and enjoy the effects, and I think 
other people will come out challenged and 
moved by the experience." 

The nature of evil is something Sadowsky 
finds very interesting, noting that it is “such 
a gray area. One of the fascinating ques¬ 
tions is when is doing something for the 
right reason not evil? If you ask someone 
off the street if killing is wrong, they 
would probably say yes. But Father 
LeBar mentioned that he supports the 
death penalty, which 1 thought was fasci¬ 
nating for a Catholic priest." Father James 
LeBar, appointed one of four exorcists for 
the archdiocese of New York, is a consul¬ 
tant on the film. He warned the produc¬ 
tion company they should “be careful" 
because he knew the priest who consulted 
on THE EXORCIST and there were all 
kinds of “strange occurrences” while 
making that film. Fortunately, the produc¬ 
tion went forward without any significant 
paranormal events. 

One of the film’s screenwriters, 
Pierce Gardner, said he has appreciated 
the way Kaminski's directing choices 
create scenes that will keep the audience 
uncertain and unsettled. Kaminski af¬ 
firmed he wanted to create a sense of 
“despair and bleakness and things that 
are not always explained, and mystery. 

The world that in a sense appears to be very 
normal is not what it appears to be.” 

Kaminski recalled a line that a character 
has in the story: “‘All my life has been a 
lie.* He realizes that his entire life has been 
orchestrated to fulfill one function: on the 
day of his 33rd birthday, he will be pos¬ 
sessed by the Devil. So it’s about that as 
well. What appears to be normal, is not nec¬ 
essarily normal. Don’t take things for what 
they are presented to you directly. Look for 
something, not just the surface.” 

Kaminski was actively involved in cast¬ 
ing, and noted that Winona Ryder chose to 
be part of the film “not only because of the 
spirituality of her character, but because 
this character is different from the ones 

Possessed by the Devil: priest John Hurt exorcises 
Ryder, who discovers a coded message that 

reveals a plot to unleash Satan in human form. 

it Exorcism is as real 
as anything you can 

imagine. If you believe 
in God, then you be¬ 

lieve in the Devil, then 
you accept exorcism. 55 

—Director Janusz Kaminski— 

she’s used to playing. She’s the messenger. 
She’s a woman who is very much self-de¬ 
termined and driven to find who will be the 
next one possessed, and prevent it. She’s 
very non-sentimental, determined.” 

Ryder’s character, Maya Larkin, has 
been described as a “woman of faith” who 
uses her vast knowledge of Satanic scrip¬ 
ture to try to prevent the conspiracy to en¬ 
able the devil to walk the earth in human 
form. But, Kaminski noted, her spiritual be¬ 
liefs are not “like a fanatical faith in God. 
It’s more that, in her previous experience 
she was on the other side. She was pos¬ 
sessed by the Devil as a young girl and an 
exorcism was performed on her. She’s got a 
very personal and intimate way in, in terms 
of understanding the Devil’s work. She be¬ 
lieves that the Devil exists truly in this 
movie, because she’s experienced it.” 

Speaking of exorcism, Kaminski said, 
based on his research, “This thing is as real as 
anything you can imagine, if you believe in 
religion. It’s very much a Judeo-Christian 
concept, more Christian than Judeo. If you 
believe in God, then you believe in the Devil, 
then you accept exorcism. And examples of 
exorcism are on the rise, because of the Mil¬ 
lennium. It’s a concept, or maybe a phenome¬ 

non, that’s truly accepted and acknowl¬ 
edged by the church, and there are as¬ 
signed priests who are certified, if I may 
say that, to perform exorcisms.” 

Returning to the question of what his 
debut as feature director has meant to 
him, Kaminski declared “directing is the 
most challenging and the most reward¬ 
ing aspect of being a filmmaker. I always 
did have tremendous respect for direc¬ 
tors and actors, but my respect is even 
higher. It’s such a fragile profession, to 
be a director or actor. And I have a much 
higher appreciation of a good story. And 
I understand so much more why direc¬ 
tors become a little bit eccentric, why 
they become emotionally damaged, you 
know. Because it’s such a delicate pro¬ 
fession. 1 also understand why those who 
are successful arc rewarded so much, be¬ 
cause this is truly a director’s medium. 
Directors are responsible for the movie. 
If it’s good, if it’s a great success, of 
course there arc many people who are re¬ 
sponsible; but if it fails, they are the only 
one.” □ 
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MGM’s troubled outer space epic, rocked 
by the departure of director Walter Hill. 

By Dale Kutzera 

Thad Bcier, and Rebecca 
Marie—partners at Hammer¬ 
head Films, a supplier of com¬ 
puter generated effects to scores 
of films including BATMAN 
RETURNS, SPAWN, and TI¬ 
TANIC. “It is not a typical action 
movie. There are some big spec¬ 
tacular events—Digital Domain 
is creating 250 to 300 effects 
shots—but there are also a lot of 
moments about people talking to 
each other about science. The 

In the my-explosion-is-big- 
gcr-than-your-cxplosion games¬ 
manship of blockbuster film- 
making, the producers at Ham¬ 
merhead Films and United 
Artists may be playing their 
trump card with this January 14, 
2000 release, starring James 
Spader and directed by an un- 
creditcd Walter Hill. In a dis¬ 
pute with the studio. Hill report¬ 
edly asked that his name be re¬ 
moved when UA insisted on 
testing the film before Hill 
could do what he considered 
necessary reshoots. 

Ironically, for all the implied 
spectacle, SUPERNOVA began 
life as a modestly budgeted B- 
movie. The film places the em¬ 
phasis on its samc-size-as-!ife 
characters, and owes more to the 
thought-provoking science fic¬ 
tion of the ’50s and ’60s, than the 
razzle-dazzle comic-style fantasy 
popularized by director Roland 
Emmerich (INDEPENDENCE 
DAY) and producer Jerry Bruck¬ 
heimer (ARMAGGEDON.) 

“This is a human story,” said 
Dan Chuba, producer of the film 
and—along with Jaimie Dixon, 

Hill directs Robin Tunney (I) and Peter Fadnelll, on board the deep apace 
emergency medical ship Nightingale 229, servicing a remote mining quadrant 

In deep eh—ah, space—producer* Jamie Dixon (I) and Dan Chuba on the aet, 
weathering the departure of the film's director during poet-production. 

risk is that we are making a seri¬ 
ous movie. Like the ending of 
PLANET OF APES, not every¬ 
thing is wrapped up.” 

SUPERNOVA concerns the 
skeleton crew of the Nightingale 
229, an emergency medical ves¬ 
sel that services a remote mining 
region of space. Responding to a 
distress call from a mining oper¬ 
ation on a rogue moon, pilot 
Nick Vanzant (James Spader) 
finds only one survivor, Troy 
Larson (Peter Facinelli). Larson 
brings with him a mysterious 
alien object that has a most un¬ 
usual affect on anyone who 
touches it. As the alien entity in¬ 
fects the crew, the Nightingale is 
pulled toward a giant star about 
to go supernova. 

SUPERNOVA began as a 
modestly-scaled story devel¬ 
oped by producer Ash Shah 
and written by writer-director 
Bill Malone. Recalled Malone, 
“In 1991 I was asked by Ash 
Shah at Imperial Entertain¬ 
ment to come in and write a 
script like a movie I wrote for 
Transworld called CREA¬ 

TURE. So I pitched an idea to 
them, basically DEAD CALM 
set in space. They liked it a lot, 
and I drafted up a script called 
DEAD STAR. We got into 
some heavy pre-production. I 
spent two months developing 
the film with an art director. I 
was going to be the writer-di¬ 
rector on the picture and what 
happened was it turned out to 
be a $5 or $6 million picture— 
beyond the scope of what Impe¬ 
rial wanted to do. At that point 
the picture fell by the wayside.” 

Good ideas never completely 
die, however, and years later 
DEAD STAR rose from the 
ashes. “Shah had this project 
nine years go,” continued Chu¬ 
ba, “but it was too expensive. 
He couldn’t do it the way he 
wanted to and years later, when 
he wanted to get involved with 
us on a business level, he 
brought a couple scripts over 
and one was DEAD STAR. Bill 
Malone is an excellent writer 
and did some great work on it. 
We liked where it was headed 
and suggested some significant 
changes. Ash agreed to those 
and said, ‘You go ahead and 
write it. Make the changes.’" 

Visual effects by Digital Domain, a plurr 
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James Spader as pilot Nick Vanzant, responding to a distress call from a mining operation on a rogue moon near a gaint star about to go supernova. 

Chuba wrote two successive 
drafts of the script, with partner 
Jaimie Dixon attached as di¬ 
rector. Shah later brought in 
writer Tom Wheeler for a pol¬ 
ish. In the rags-to-riches tradi¬ 
tion of Hollywood screenwrit¬ 
ing, Wheeler was paid a relative 
pittance for his work on the 
script, then promptly went on to 
sell another script to director 
Jan DeBont for a high six-figure 

pay-day. The script that would 
become SUPERNOVA, howev¬ 
er, was still not ready to be 
shopped around to the studios, 
and Chuba took another crack at 
it, his third re-write. 

The response was positive. 
Not only was the story a poten¬ 
tial franchise vehicle, but Ham¬ 
merhead’s expertise as a visual 
effects supplier meant the pro¬ 
ject could deliver a big-budget 

spectacle for a fraction of the 
cost. As Chuba explained, in the 
strange economics of Holly¬ 
wood, a film with a physical 
production cost of $50 million 
would require the presence of a 
major international star—a 
Schwarzenegger or Willis—to 
guarantee a big opening week¬ 
end and overseas boxoffice. The 
cost of such a star, now in the 
$20 million range, would push 

the budget into the $70 to $100 
million stratosphere—the typi¬ 
cal cost of a summer block¬ 
buster. By designing a story that 
takes place in a limited number 
of sets, with a limited number of 
characters, the producers of SU¬ 
PERNOVA kept the physical 
costs to such a level that allowed 
them to cast talented, but edgier 
actors, many not previously as¬ 
sociated with the science fiction 

of exhaust comes off the Nlgtingale's engine (0 and the ship's SILENT RUNNING4lke observation dome, among 250-300 effects shots completed after Hill left the protect 



adventure genre. In addition to 
Spader and Facinelli, SUPER¬ 
NOVA features Angela Bassett 
as medical officer Kaela Evers, 
Robert Forster as Captain A.J. 
Mariey, Lou Diamond Phillips 
as medical technician Ycrzy Pe- 
nalosa, Robin Tunney as para¬ 
medic Danika Lund, and Wilson 
Cruz as computer technician 
Benj Sotomejor. 

SUPERNOVA attracted the 
most interest from United Ar¬ 
tists. Based on several studio 
notes, Chuba wrote a fourth draft 
which met with their approval. A 
deal was signed, but there was a 
catch: due to the greatly in¬ 
creased budget. Dixon could no 
longer be considered as director. 
“We were clearly over $20 mil¬ 
lion no matter how we sliced it," 
said Chuba. "That was the zone 
in which Jamie could direct the 
picture. There was no sense 
putting the pressure on him and 
having his career live or die on 
this film. It could become a story 
of a First-lime director being giv¬ 

en too much rope. So he moved 
into producer role with me.” 

At this time in its develop¬ 
ment, the project entered a diffi¬ 
cult period. United Artists was 
being sold and a new regime 
could kill the project. “Every¬ 
thing shut down,” said Chuba. 
"We didn't even know we had a 
picture sold." Fortunately the sit¬ 
uation resolved itself for the best, 
with Frank Mancuso, a firm be¬ 
liever in the project’s franchise 
potential, remaining in charge at 
MGM, UA’s parent company. 
Lindsay Doran, producer of 
SENSE AND SENSIBILITY 
and other films, was brought in 
as president of United Artists. 
"We thought it would be great to 
work with her." said Chuba. "She 
never saw this as another AR- 
MAGGEDON or LOST IN 
SPACE. She got the throw-back 
to earlier science fiction, a think¬ 
ing man’s science fiction, like 
PLANET OF THE APES, OUT¬ 
ER LIMITS, or TWILIGHT 
ZONE. There is something to 

Spader as Vanzant traverses the gantry of the moon mining colony (below), 
establishing shot by Digital Domain. Right: The shuttle makes a moon landing. 

_PRODUCER DAN C HU B A_ 

“This is a human story. It’s not a typical action 
movie. There are many moments where people 
talk to each other about science. The risk is 

that we are making a serious movie.” 

think about here. It’s not like a 
war or combat film." 

The producers were not in¬ 
timidated by the competing 
deep-space film EVENT HORI¬ 
ZON. Although both films were 
at one point racing neck in neck 
toward production, the longer 
development of SUPERNOVA 
meant that HORIZON was 
filmed and released months be¬ 
fore SUPERNOVA went before 
the cameras. The disappointing 
critical and public response to 
HORIZON confirmed the film- 
makers' belief that a straight hor¬ 
ror film was not the way to go. 
“Paramount was aware of ours 
and at one point we were in a 
race for production,” said Chu¬ 
ba. “Due to the turmoil at UA, it 
became a non-issue. They made 
a haunted house horror film. We 
had no intention of doing that." 

Chuba, however, had to step 
aside as writer w hen the studio 
brought in David Wilson to take 

the script in the direction they 
wanted to go. He took the deci¬ 
sion in stride. “It’s hard being re¬ 
jected,” he admitted. “You have 
two choices: fight with them and 
gauge their resolve—do they 
know what they want, or are 
they just grasping? Or, being 
new at this, you could say, ‘It's 
their money. Their movie. 
They’ve done this before. They 
made a good case. Let’s see 
where it goes.’ We followed 
Lindsay’s leadership. She wasn’t 
ramming something down our 
throat. We didn’t feel we were 
making artistic compromises. In 
some ways they were making 
the film more castable. It was a 
pretty tight little scary movie, 
but it wasn't character driven. 
They wanted the characters 
more fully rendered, and David 
Wilson came in and did that.” 

Doran also brought on board 
a director, Geoffrey Wright, the 
Australian visual stylist best 



DIRECTOR WALTER HILL 
The producer of the original ALIEN on taking a 

long-overdue stab at science fiction, a favored genre. 

Veteran director Walter Hill on the set of the Nightingale 229. After parting company 
with MGM over artistic differences. Hill had his name removed from the film's credits. 

By Dale Kutzera 
Having directed westerns 

(WILD BILL, THE LONG 
RIDERS, GERONIMO: AN 
AMERICAN LEGEND), a 
comedy (BREWSTER S MIL¬ 
LIONS), thrillers (TRES¬ 
PASS), and practically invent¬ 
ed the buddy-cop film (48 
HOURS), it seems the only 
genres director Waller Hill 
hasn’t explored are the musi¬ 
cal and science fiction. Even 
that isn’t completely accurate. 
Hill’s blues-inspired CROSS¬ 
ROADS had plenty of music, 
and he produced (and did a 
considerable amount of writ¬ 
ing on) the first ALIEN film, 
and he directed the futuristic 
STREETS OF FIRE. 

With SUPERNOVA, Hill 
planned to return to the sci¬ 
ence fiction realm with a sto¬ 
ry that hearkens back to the 
gee-whiz novels and movies 
he enjoyed during his youth 
in the 1950s. While the ef¬ 
fects are state-of-the-art and 
the acting top drawer (the 
cast features two Academy 
Award nominees), it’s clear 
from the sets and costumes of 
the medical vessel Nightin¬ 
gale 229, that SUPERNOVA 
owes a great deal to such sci- 
fi classics as FORBIDDEN 
PLANET and ANGRY RED 
PLANET. 

“I’ve always liked science 
fiction,” said Hill in his laconic, 
gravely voice, “though I think 
most science fiction movies arc 
appalling. I’ve been interested 
in science fiction since I was a 
kid. I kind of shied away from 
directing science fiction before, 
maybe because of the effects 
work. Twenty years ago, you 
had to take a year and a half or 
so of your life and not only 

shoot your movie, but go 
through the [effects] lab. It’s 
changed radically in the 20 
years that I’ve been a director. 
Now they can do things much, 
much faster and you can draw 
the (effects shot] and they do it 
and it comes back to you in a 
reasonable amount of time. You 
don’t have to go in every day 
and get involved with stop-mo¬ 
tion photography, for instance, 
which is like watching paint 
dry. I like to make things hap¬ 

pen in front of the camera and I 
wasn’t as terribly interested in a 
lot of the effects work. I didn’t 
have the stamina. Now, as I say, 
the nature of the effects work 
has changed enormously.” 

Hill’s decision was some¬ 
what forced by the bind the 
production was in with the de¬ 
parture of its original director 
Geoffrey Wright. With only five 
weeks before the start of shoot¬ 
ing, Hill signed-on based in part 
on his long-standing friendship 

and working relationship 
with Frank Mancuso, presi¬ 
dent of MGM, parent compa¬ 
ny of United Artists, the stu¬ 
dio that is producing the film 
with Hammerhead Films and 
Scrccnland. While the story 
intrigued him. Hill wanted to 
take a new approach to its 
telling and set out, with 
writcr/producer Dan Chuba 
and writer David Wilson, to 
revise the script. 

“I think the previous ver¬ 
sion was probably more in¬ 
terested in what I find the 
least interesting about sci¬ 
ence fiction,*’ said Hill. “That 
is the predictive element. A 
lot of people are interested in 
science fiction, because they 
want to know how people 
will live in the future. I think 
science fiction is worthless in 
that capacity. It is important 
and interesting as literature. I 
don’t think that it can be 
sound in a predictive sense. 
That’s my own particular 
taste. I know that it is not uni¬ 
versally shared and I don’t 
mean that I am right and they 
are wrong, but it is what’s of 
interest to me.” 

Part of Hill’s job was to 
soften the inevitable compar¬ 
isons to ALIEN, which also 
features a ship responding to 

a distress signal and bringing an 
alien entity on board. “These 
are very different stories,” said 
Hill. “The ALIEN scries 
evolved into a very different 
thing than we started with. I 
was most invested personally in 
the first one, although oddly 
enough, I have less credits on 
the first one than I do on some 
of the others, I didn’t have any¬ 
thing to do with the last one 
(ALIEN RESURRECTION], I 
haven’t even seen it. I thought 
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Filming Spader s harried moon rescue mission. Hill sought to bring his visceral 
cinematic style Into a futuristic setting using hand-held camerawork. 

they should have quit with 
three. It was an honorable con¬ 
clusion to what should have 
been the series. I never under¬ 
stood any reason to get back in¬ 
to it other than monetary rea¬ 
sons.” 

Hill’s input into the SUPER¬ 
NOVA script impressed the ac¬ 
tors, some of whom had already 
been cast, such as Robin Tun- 
ney, and others who had yet to 
sign on-board. “He really 
fleshed out the script and made 
it much more about the people," 
said Tunney. “Every character 
was much better developed and 
he really made sense out of 
everything. He’s remarkable. I 
wish he was my father. He’s one 
of the coolest men in Holly¬ 
wood. A straight-shooter, hon¬ 
est, and not full of it—and that’s 
really rare.” 

For Lou Diamond Phillips, 

the new emphasis on character 
was the key for him to do the 
film. “I had read this script a 
couple evolutions ago.” said Di¬ 
amond Phillips, “and told them 
there’s nothing on the page for 
me. The characters were a bit 
interchangeable at first and so 
the story didn’t have as much 
impact. And as much as I love 
the cast and would love to be 
part of this film, I have to have 
something to do. And [ Walter] 
promised me it’s getting better. 
Day by day he passed me a cou¬ 
ple of pages and the proof was 
in the pudding. It was right 
there. What Walter did that got 
me on board was go in and 
make each character an individ¬ 
ual. So that if they do die—and 
people do die in this—you will 
at least care and feel like you 
knew them. He’s picked the 
pace up immensely and really 

DIRECTOR WALTER HILL 

H| didn’t want the movie to look like everybody 
else's space movie, which is what I call—with 

no disrespect—David Lean in space. Very 
classical and rich photography.’7 

given a dramatic dynamic to a 
lot of the scenes.” 

“I try to make interesting 
stories and characters," said 
Hill. “Sometimes the stories 
lead the character, sometimes 
the characters lead the stories. 
LAST MAN STANDING is a 
good example of a character 
leading a story. The plot is very 
subservient to the notion of 
character. In science fiction, 
you are not allowed that luxury, 
it’s a cliche among directors 
that the characters are every¬ 
thing—even in science fic¬ 
tion—but that’s not true. Sci¬ 
ence fiction is, by definition, 
premise oriented. It doesn't 
mean you don't try hard to have 
good and strong characters, but 
to do Tcnnesee Williams on a 
spaceship doesn’t quite meet 
the definition of what science 
fiction is.” 

Hill brought with him his 
well-oiled machine of a crew— 
all veterans from his past films. 
In addition to revising the 
script. Hill worked with pro¬ 
duction designer Marek Do- 
browolski to revise the sets, 
many already built. “Walter had 
a very difficult job," said Do- 
browolski. “I enjoyed the col¬ 
laboration. Walter is a person 
who does not impose a vision, 
or is not so strict that it’s only 

his. He will listen to you and we 
felt we had to tell him about the 
world we wanted to create. The 
concept of the movie was 
locked, in a way. and he accept¬ 
ed the concept and then we just 
had to explain what worked and 
what didn’t in this world.” 

Hill wanted to bring his tra¬ 
ditionally visceral cinematic 
style to this futuristic setting. 
Where science fiction films 
have traditionally featured their 
alien worlds and outer-space 
vistas in stately compositions, 
Hill hoped to interject a degree 
of hand-held realism. “I didn’t 
want the movie to look like 
everybody else’s space movie, 
which is what I call—with no 
disrespect—David Lean in 
space. Very classical and rich 
photography. I’d be happy to 
have a David Lean shot, but 
there is this kind of formality to 
it that seems to lie across most 
of the work of the last 15 years 
or 20 years. When I was a kid, 
there were some rough-edged 
movies, because they were 
cheap. Some of the better direc¬ 
tors, because of the conditions 
they were forced to work under, 
had to make virtues out of 
problems. And as the science 
fiction films became better 
funded, there came a whole 
new richness and formality to it 

Hill rehearses (I to r) Lou Diamond Phillips, Robin Tunney and Angela Bassett. 
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Hilt acknowledged science fiction as a genre of ideas, “Tennessee Williams on a spaceship doesn’t quite meet the 
definition," he said, yet he worked on the script and with actors during production to better define the characters. 

all. Because of the effects 
work, they often use wide-an¬ 
gle lenses, locked-down cam¬ 
eras, and just dolly movies. 
And science fiction guys like to 
work off story-boards. I don't. 
Then all I’m doing is executing 
an idea I had at my desk three 
months before. Let me say, 
however, that there have been 
wonderful filmmakers who do 
just that; Hitchcock is the most 
obvious example.” 

Hill’s style, and Doborwol- 
ski’s submarine-like sets, re¬ 
quired the extensive use of 
hand-held cameras, frequently 
two at a time for extra cover¬ 
age, and the compressed look 
given by longer lenses. “I'm 
trying, in a very minor way, to 
move it on to something else," 
Hill continued. “I wanted this 
to be a dirtier frame look. 1 
have my own technique which 
is you get the actors in and 
work the scene out and get it 
so you like it—move the dia¬ 
logue around if you need to— 
and then you figure out how to 
shoot it. I said I had to work 
this way on the movie before 1 
came on. I'm trying to do what 
you don’t normally see in sci¬ 
ence fiction movies: I’m quite 
willing to have this movie 
very rough around the edges 
in order to give it a sense of 
immediacy and keep it mov¬ 
ing. Luckily, I’m pretty fast at 
that. One of the ways is to use 
more cameras. I’ve been using 

the two-camera technique ever 
since my second movie. And 
the hand-held business gives it 
a sense of immediacy and af¬ 
ter a while you don’t really 
notice it. It’s a funny thing, 
but if you shoot everything off 
a dolly, in a very straight-for¬ 
ward way, and then do a very 
hand-held shot, it looks odd. 
But if you shoot everything 
hand-held, then you just ac¬ 
cept it as the style of the 
movie and it doesn’t call at¬ 
tention to itself.” 

Hill’s direct, no-nonsense 
approach made for a fast-paced 
set, requiring intense focus on 
the part of the crew and actors. 
“What he does is fix the page 
and then he expects you to bring 
your work to it," said Diamond 
Phillips, remarking on an intri¬ 
cate fight scene between his 
character and the film's villain 
Troy Larson (Peter Facineili.) 
“For this last sequence, two 
takes got it. If it ain't broke 
don't fix it. Don't sit there and 
marinate over it. The man has 
made God knows how many 
films—some of them real clas¬ 
sics—so you figure he knows 
good acting by now. And you 
go to dailies and not only does it 
look visually stunning and gor¬ 
geous, but the work is up there.” 

“He said something at the 
beginning of the shoot that was 
great," said Tunney. ‘“Nobody 
knows your character better 
than you, and nobody knows 

the story better than me.’” 
Hill’s films, regardless of 

the genre, are often compared 
to the black and white parables 
of the classic westerns, and 
SUPERNOVA is no exception. 
“A lot of people over the years 
have written about the mytho¬ 
poetic orientation of some of 
my work as if I had all this 
stuff in mind. I’d love to tell 
you that I do, but I don't really. 
I just work them out in terms of 
stories and characters. I think 
there is a kind of common 
thread between science fiction 
and westerns. You’re always 
picking up the paper and read¬ 
ing that someone is trying to do 
THE SEARCHERS as a sci-fi 
movie. Westerns arc, at the bot¬ 
tom, trying to work out stories 
and problems with characters 
that are usually beyond the 
purview of organized society 
and all the controls of society. 
Science fiction can be kind of 
frontier oriented. Obviously, 
it’s a different frontier, but they 
share that premise. We’ve got a 
drama inside a spaceship with 
a mysterious stranger. Other 
than the technology, how is 
that different than a stagecoach 
or a train going across the 
west? In one sense it is inter¬ 
changeable, in another sense, 
science fiction is very different 
than any other form of litera¬ 
ture in that it has to ask larger 
speculative questions to be re¬ 
ally interesting." 

known for the film ROMPER 
STOMPER. With Wright on 
board, pre-production started in 
earnest. Casting proceeded, 
Marek Dobrowolski began de¬ 
signing sets and spaceships, sci¬ 
entist Jacklyn Green was enlist¬ 
ed to provide a plausible basis to 
the film's 22nd-cenlury setting. 

There may be no greater 
challenge for a production de¬ 
signer than a science fiction 
film. While a contemporary sto¬ 
ry draws from the world around 
us, and a period piece can be re¬ 
searched for authentic detail, 
the realm of science fiction and 
fantasy often calls upon a de¬ 
signer to create an entire uni¬ 
verse from scratch. 

Dobrowolski, whose previous 
credits include THE CRAFT, not 
only had to envision a universe 
some 150 years in the future, but 
also satisfy the dramatic goals of 
Wright and later director Walter 
Hill, and counter the inevitable 
comparisons to other science fic¬ 
tion films. Gone are the days 
when big budget sci-fi films 
were rare and the design styles 
plentiful. STAR WARS cornered 
the Hildebrandt-style fantasy 
look. The STAR TREK films re¬ 
defined future-sleek. And the 
original ALIEN film claimed 
blue-collar industrial as its turf. 
Where is a production designer 
to go for a new "take” on space 
travel? For Dobrowolski, the an¬ 
swer was science itself. By con¬ 
sulting scientists and engineers 

Tunney and Robert Forster as Capt. 
A. J. Marley amid the Nightingale’s 
stasis chambers for long voyages. 
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at Northrup-Grumman, IBM, 
with Intel, he developed a plau¬ 
sible vision of space travel in the 
22nd century 

“From the very beginning I 
was trying to create a world that 
is believable," said Dobrowols- 
ki. “I told the entire crew, forget 
about whatever you have done 
on sci-fi pictures before.” 

Dobrowolski’s design of the 
film’s deep space medieval ves¬ 
sel, the Nightingale 229, reflects 
a minimalist, modular approach. 
Crew modules rotate around a 
central axis to provide gravity, 
windows are kept to a minimum, 
and the sci-fi staple of button-en¬ 
crusted consoles has given way 
to a three-dimensional voice-ac¬ 
tivated computer interface. 

“The idea was that because 
we’re in space, and everything 
has to be manufactured in 
pieces, everything is modular," 
Dobrowolski explained. “For 
the design of the interior of the 
ship, you would recognize ele¬ 
ments that are repeated con¬ 
stantly. That’s how things will 
have been built in space. That 
means you can take the bay, 
which is now 80 or 90 feet long, 
and in a way you can cut it in 
half, and that could still func¬ 
tion as a different part of the 
ship. So having this kind of 
minimalist approach also gave 
me a chance to come up with 
designs which have this mini¬ 
malist feel, that it’s not about 
hundreds of colors and hun- 

James Spader pilots the Nightingale 
229 with Wilson Cruz as computer 

technician Benj Sotomejor (I). 

LOU DIAMOND PHILLIPS 
The LA BAMBA star on his outer 

space gig, working with Walter Hill. 
By Dale Kutzera 

Like most of the SU¬ 
PERNOVA cast, Lou Dia¬ 
mond Phillips was new to 
the futuristic sci-fi genre. 
The star of LA BAMBA, 
YOUNG GUNS, STAND 
AND DELIVER, and COU¬ 
RAGE UNDER FIRE, had 
most recently starred on 
Broadway in the revival of 
Rogers and Hammerstein’s 
“The King and I" before 
returning to film work with 
THE BIG HIT. 

None of that, however, 
quite prepared him for the 
set-bound nature of sci¬ 
ence fiction, where every¬ 
thing from the space vessel 
Nightingale 229 to a deep- 
space mining colony were 
created on sound stages at 
Raleigh Studios and an LA Air¬ 
port hangar. “It is very odd to 
me, because they usually send 
me off in a desert or forest 
somewhere,” said Phillips. “It 
really is like coming to an of¬ 
fice—all these sets and interi¬ 
ors. Shooting in LA is odd any¬ 
way, because you don't get the 
sleep-away camp feel you do on 
location were all you do is eat, 
sleep, and breath the movie 
you're making. Here you get off 
work and go home. It’s really 
difficult to get into that mind¬ 
set and in this film you have to 
go there and be part of this 
world and universe." 

Phillips plays Yerzy Pe¬ 
nalosa, a middle-aged medical 
technician whose contact with 
an alien object brings on a 
youthful rejuvenation. “He’s 
probably in his mid-40s,” 
Phillips continued. “They 
grayed my hair up quite a bit. 
As far as the physical change, it 
was more in demeanor than 

Phillips as Yerry Penalosa. a middle-aged 
medical technician whose contact with an alien 

object brings on a youthful rejuvenation. 

anything else. When I first 
talked to Walter I said, ‘Maybe 
you could give me a paunch and 
cut the hairline back.’And he 
said. 'Hmmmm no.’ He didn't 
want that much of a change. He 
wanted it to be fairly subtle—a 
bit of a slouched shoulder going 
on. When he’s younger, he's 
more virile and straightforward. 
A lot of it is in the eyes more 
than anything else.” 

Other than gray hair and 
prosthetic bags under his eyes, 
no extensive makeup was used 
to create the old Penalosa. 
Phillips simply didn’t work out 
prior to shooting the middle- 
aged scenes, then hit the gym to 
become young Penalosa. “I was 
in fairly good shape, so I didn't 
work out for a while. Then we 
had ten days between the last 
time we saw me shirtless as old¬ 
er Yurzi and the time we see 
younger Yurzi, so I hit the gym 
with a guy who trained me for 
COURAGE UNDER FIRE. I 
dropped five pounds and cut up. 

so there was a body differ¬ 
ence and a bit of a differ¬ 
ence facially. I had the 
trainer on the set to pump 
me up before takes." 

Phillips had been offered 
the part of Penalosa prior to 
director Walter Hill’s in¬ 
volvement, but felt his 
character lacked emotional 
depth. Hill, working with 
writer-producer Dan Chuba 
and writer David Wilson, 
addressed the concern by 
creating more involved 
backstories for each mem¬ 
ber of the Nightingale 
crew. Phillips’ Penalosa be¬ 
came a man on the verge of 
starting a family with Rob¬ 
in Tunney’s character, 
Danika Lund. “In a strange 
way this is a love story for 

me,” said Phillips. “[Penalosa] 
is so in love with this woman 
that everything stems from that. 
In the very first scene we see 
him in, he’s gotten permission 
to have children. That is a very 
human thing for me. It gives me 
an arc and it wasn’t there in any 
of the previous drafts. If 
[moviegoers) can't relate to the 
people up [on the screen) and 
their needs and wants and de¬ 
sires, then all the special effects 
in the world mean nothing. I 
think we’ve seen that recently 
where big special effects ex¬ 
travaganzas with no story have 
a real hard time.” 

Unlike the gung-ho character 
Phillips played in COURAGE 
UNDER FIRE, Penalosa’s first 
interest is self-preservation, 
“My character is very reac¬ 
tionary. He’s the guy saying 
‘Lets get out of here.’ He’s just 
a space medic and has no illu¬ 
sions about being the hero. He’s 
just decided to have a child with 
this woman and settle down. 
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Production designer Merrick l 
229. Right: Filming Digital Dorr 

foot miniature and that so 
Like a lot, but when you 
Rioting it with a 150 

Phillips and Robin Tunney, lovers on the ship who face extinction from a 
seemingly benign alien presence. Hill added the bllnky lights to the set design. 

His life is in order and then the 
rest of this craziness happens.” 

The "craziness" begins when 
the crew of the Nightingale 229, 
a kind of deep-space ambulance 
for several mining operations, 
responds to a distress message. 
In a mining installation deep in 
the core of a rogue-moon, they 
find the sole survivor, Troy Lar¬ 
son (Peter Facinelli), and a 
mysterious alien object. The ob¬ 
ject seems to bring out the best, 
and worse, in anyone who 
comes in contact with it. For 
Phillip's character, it be¬ 
comes an addictive fountain 
of youth. Playing scenes 
with the object, much of 
which would be added later 
in post-production, required 
a great deal of imagination 
and trust. “I just show up 
and they tell me what to do, 
and I trust them. Til com¬ 
mit,” said Phillips. “At one 
point I’m wrapped around 
this alien object like it's my 
lover and the thought kept 
occurring to me, ‘Boy I look 
like a schmuck. I'm here 
hugging a giant bowling 
pin.' They say ‘Things will 

glow and will be coming off of 
it. It will have a life of its own.' 
Yeah right. What if you run out 
of money? Then I'm stuck hold¬ 
ing a lava lamp.” 

Actress Robin Tunney found 
the scene equally disconcerting. 
“In the scene with Lou, where 
he is attached to the alien ob¬ 
ject, I had to have a big reaction 
and talk him away from it,” said 
Tunney. ‘‘And I kept looking at 
it and thinking it was a big phal¬ 
lic symbol. How do I really get 
upset about this and add the ten¬ 

A CTO ft LOU DIAMOND PHILUPS 

“At one point I’m wrapped around this alien 
object like it’s my lover and the thought kept 

coming to me, ‘Boy, I look like a schmuck.’ I’m 
here hugging this giant bowling pin.” 

sion?” Tunney settled on an act¬ 
ing technique called replacing 
where a familiar incident or 
emotion is substituted for the 
unfamiliar scene in the script. 
“You replace it and say, ‘Okay, 
how would I react if someone I 
was in love with had their hand 
stuck in a lawn mower?* I had 
to do a lot of replacing which 
was challenging.” 

Phillips' biggest problem on 
SUPERNOVA was having too 
much time on his hands. “It was 
the biggest budget I have ever 
been involved with,” he said, 
"Because of that there was a lot 
of stuff that was geared towards 
waiting for the effects and wait¬ 
ing for the lighting because the 
lighting had to be just perfect 
for certain visual effects. There 
were times when they had to re¬ 
build the set because if you turn 
around and are looking at a dif¬ 
ferent angle they had to recon¬ 
figure the wall. For me as an ac¬ 
tor it was about staying focused 
and excited in a very lan¬ 
guorous process. We’d literally 
come in and do half a scene, not 
even a full scene, just 
three or four lines that en¬ 
tire day, so you can get 
lazy. You sit around, you 
watch a little TV, you 
read stuff, and you chat 
with the crew and the ac¬ 
tors. You can be lulled in¬ 
to this pace, that's very 

Peter Facinelli a$ Troy Larson, the moon colony's sole survivor, bonding 
with the alien artifact. Right: Phillips love scene with the "lava lamp." 

dangerous when the film itself 
is supposed to be this psycho¬ 
logical, frightening, very in¬ 
tense process. I often had to 
kick myself in the ass and say 
‘Focus! Get your shit together 
and really attack this scene.'” 

Having had some experience 
in the saddle with the YOUNG 
GUNS films, Phillips finds a 
clear relationship between the 
westerns and science fiction. “A 
lot of people say science fiction 
films are the new westerns. The 
reason I love stories like this is 
that it is moralistic. The best 
science fiction is a lesson that 
gives us big ideas and philoso¬ 
phies in a bigger than life set¬ 
ting. That’s what westerns did. 
There was good, there was evil. 
And Walter has given this a cer¬ 
tain sense of mythology and 
epic scale, because it is the 
fountain of youth. The whole 
film starts with six people who 
have been stationed in the Sa¬ 
hara or the Arctic. Six months 
doing nothing, just hanging out 
waiting for a distress call. Then 
one comes and all hell breaks 

loose. So it is a lot about 
loneliness and how people 
bond and how their environ¬ 
ment is so sterile and cold 
and how they react to that. 
Do they go within them¬ 
selves or do they go without 
and bond with others. Wilson 
[Cruz, who plays technician 
Benj SotomejorJ bonds with 
a computer. I have a lot of 
sex with Robin Tunney, 
which is not a bad gig.” 



Angela Bassett uses space age 
waldo technology to examine the 

alien artifact that threatens the ship. 

dreds of details but it’s about 
those few necessary colors and 
few necessary details that will 
distinguish each location from 
another.” 

Dobrowolski took a page 
from his high-tech consultants 
and designed the Nightingale on 
a CAD system. The work served 
the added benefit of providing 
digital information later used by 
the special effects company Digi¬ 
tal Domain to create the film's 
visual effects. Dobrowolski's 
early work coincided with revi¬ 
sions to the script and often 
served to inform the film's pro¬ 
ducers and studio executives as 
to the visual direction the film 
was heading. 

While the film’s designs are 
based on established scientific 
knowledge-—such as the Nightin¬ 
gale’s rotating living quarters to 
provide artificial gravity—the 
film also adopted a retro look 
reminiscent of sci-fi films of the 
’50s. The look extends to the 
retro uniforms designed by Bob 
Ringwood. 

“Bob did the BATMAN 
movies and ALIEN RESUR¬ 
RECTION. He has also done a 
lot of operas and stage work and 
he got it immediately and de¬ 
signed things that were different 
from the past,” said Chuba. 
“People who are out in space 
are going to be fit and he made 
tight-fitting spandex uniforms. 
The details give it the look of an 
era that never existed—a 1960s 
look in the 21st century.” 

SUPERNOVA presented 
to the artists and technicians 
of Digital Domain the chal¬ 
lenges of realizing the space¬ 
ship where much of the ac¬ 
tion takes place; creating a 
mysterious and powerful 
alien entity; and visualizing 
one of the universe’s great 
cataclysmic events, the su¬ 
pernova explosion of a blue 
giant sun. 

Digital Domain began 
work on SUPERNOVA just a 
few weeks before principal 
photography began in April 
of 1998. The first order of 
business was to design the 
exterior of the Nightingale 229, 
a space medical rescue ship. 
Much of the film takes place in 
the medical bays, cockpit and 
crew quarters on the ship, 
which rotate to rcreate an artifi¬ 
cial gravity. The long, slender 
design is reminiscent of the 
Jupiter explorer in 2001 or the 
Leonov from 2010, a film su¬ 
pervisor Mark Stetson worked 
on. Built by miniature effects 
supervisor Scott Schneider and 
his crew, The Nightingale tran¬ 
scends the bumpy, kit-bashed 
look popularized by the STAR 

Digital Domain visual effects supervisor 
Mark Stetson, giving the effects Walter Hill’s 

edgier, long-lensed, hand-held look. 

WARS films. Meticulously 
painted to look like aged metal, 
the Nightingale comes complete 
with sliding metal shields to 
protect the cockpit (a computer 
effect reminiscent of the Bat- 
mobile’s defenses), a SILENT 
RUNNING style observation 
dome, and wing-like solar pan¬ 
els. “1 think the final outcome 
of the ship,” said visual effects 
art director Ron Gress, “is the 
best incarnation of a spaceship 
I’ve ever seen.” 

The highly detailed model is 
over 20 feet in length. The un- 

‘Well, there goes the small 
miniature, now we need a 
big one.’” 

Walter Hill wanted to 
avoid the stately, carefully com¬ 
posed look of most science fic¬ 
tion films, and strive for a 
rougher, edgier look through the 
use of long-lens photography 
and hand-held cameras. It was 
Stetson’s task to match the look 
cinematographer Lloyd Ahern 
was achieving on the sets. “The 
camera is always moving, with 
a very hand-held feel to it,” said 
Stetson. “Wc have a couple of 
huge wide master shots that vio¬ 
late the look, but generally 
speaking we are pretty tight. We 
had a 150 foot stage and a 20- 

By Dale Kutzera 

VISUAL EFFE 
Supervisor Mark Stetson a\ 
Ron Gress on realizing Hi 
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ship and then went into con¬ 
struction from there." 

At any stage, Hill could 
make comments on print outs 
from Maya or AutoCad. The 
CAD designs of the ship were 
then used by Schneider and his 
staff to construct the physical 
model. In some cases, the digi¬ 
tal information was imported 
into a laser cutter to mass pro¬ 
duce the finely detailed compo¬ 
nents of the vessel. “The Auto- 
Cad drawings were then im¬ 
ported into Lightwave where 
the CG model was construct¬ 
ed,” Stetson added. “Then the 
miniature was finished and 
photographed, and the pho¬ 
tographs were then texture- 
mapped onto the Lightwave 
model of the ship. So it is this 
incredible zig-zag back and 
forth between CG and the mod¬ 
el ship.” 

Computers were also clev¬ 
erly employed in the motion 
control photography of the 
model. Where traditional mo¬ 
tion-control involves repeat 
computer-controlled passes 
over the model to record vari¬ 
ous photographic elements 
(beauty lighting, practical 
lighting, mattes, etc.), the Dig¬ 
ital Domain staff employed 
computer animation software 
to create low-resolution “pre¬ 
visualization” versions of each 
shot. “Some of our pre-vis is 
suitable for Saturday morning 
TV,” said Stetson. “The great 
thing about it is you can birth a 
shot with a life that will carry 
through to completion. Say it 
is a model-shot over a planet 
with volcanoes and stars and 
everything you need in a shot. 
You can start it early in the 
stage of animation and create 

Production designer Merrick Dabrowlowski's concept art of the Nightingale 
229. Right: Filming Digital Domain's large 20 foot model with motion control. 

foot miniature and that sounds 
like a lot, but when you start 
shooting it with a 150 [mm 
lens) that starts eating up a lot 
of stage real fast.” 

Longer tenses also reduced 
the depth of field in each shot, 
and threatened to throw part 
of the miniature out of focus, 
which would immediately re¬ 
veal that the ship is a model. 
To increase depth of field, and 
photograph the entire model 
in focus, special lenses capa¬ 
ble of shooting at f-33 were 
used. Depth of field was fur¬ 
ther increased by extending 
the exposure time of each 
frame of film during each mo¬ 
tion-controlled pass. As a last 
resort, some master shots of 
the Nightingale were created 
using a CGI model of the 
ship. 

As Stetson recalled, the use 
of computers in the creation of 
both practical and virtual mod¬ 
els of the Nightingale was a 
symbiotic process. “You go 
back and forth between CG and 
the physical world. The model 
started out as sketches and 
drawings and went into CAD 
development and then into the 
Maya animation package. 
Maya gave us the opportunity 
to look at the ship with various 
lenses and we could address the 
design proportions of the ship 
to suit the long lens look of the 
film. We exported that design 
from Maya back to AutoCad to 
do some more formal drawings 
and revisions, then incorporat¬ 
ed them back into Maya for an¬ 
other round of proportional 
analysis. Finally, we made a 
production illustration of the 

Digital Domain visual effects art director Ron Gress with his designs for the 
film. Left : The Nightingale shuttle approaches the Titan 37 mning colony. 
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VISUAl F/X SUPERVISOR MARK STETSON 

*<0ur internal tracking software was revolu¬ 
tionary when created three years ago and re¬ 
mains state of the art. Nevertheless, we had to 
invent new tricks for tracking on this show.” 

Filming Peter Faclnelli green screen with the unenhanced alien object. Below: 
Digital Domain’s artifact effects. Left; The mind-blowing supernova finale. 

the CG elements for the shot or 
animate the ship in the case of 
a CG ship, and essentially that 
shot will directly evolve 
through all its iterations into 
the finished shot. When that 
path diverts to the stage, it still 
comes back into the computer 
for finishing.” 

A “pre-vis” animation of 
the Nightingale cruising by 
can be reviewed, critiqued, ad¬ 
justed, and finally approved. 
The digital information from 
that shot can then be interpo¬ 
lated and used by the anima¬ 
tion staff to create the various 
elements of the shot—stars, 
planets, sun, etc.—and can 

even be used to guide the mo¬ 
tion control camera on the 
sound stage to exactly repli¬ 
cate the composition and 
movement in the animation. 
By creating a digital version 
of its sound stage, motion- 
control rig, and the Nightin¬ 
gale model on its supporting 
armature. Digital Domain's 
motion control operators 
could plan each camera move 
on computer. 

The low-res animations 
were also provided to editor 
Freeman Davies who could in¬ 
clude them into rough cuts of 
the film, replacing the tradi¬ 
tional “shot missing" slates that 
typically indicated missing ef¬ 
fects shots. “That’s the beauty 
of pre-vis,” said Stetson. “Be¬ 
sides allowing us to have a 
blueprint for our own work, it 
[gave director] Walter [Hill] 
something to cut into his film. 
Freeman Davies can cut our 
shots into the film as pre-vis 
and then as we incrementally 
improve them, they become 
better and better mid-res ver¬ 

sions of shots until all the ele¬ 
ments are there and they are 
happy with every aspect of it. 
Then we up-res it and put it to 
film. We end up developing se¬ 
quences much faster that cut in¬ 
to the film and look like part of 
the film. It solves problems of 
camera angles, screen direc¬ 
tion, and speed and animation 
characteristics. The sooner you 
can develop a shot, the sooner 
you can answer those questions 
and pre-vis is the best way 
we've found to do that." 

For the mysterious alien en¬ 
tity that wrecks havoc with the 
Nightingale crew. Stetson was 
presented with the challenge of 
making a torpedo-shaped prop 
look otherworldly. “This was a 
very tightly controlled budget," 

said Stetson, “and there was 
some discussion in the begin¬ 
ning that the alien object could 
live by itself without any effect 
added to it at all. As soon as I 
saw Walter and his actors work¬ 
ing with the prop, I realized 
that given the power the object 
exerts on people around it, 
something more than a nicely 
executed polyester prop was 
needed.” 

As a result, every time the 
object is seen, some degree of 
effect was added. “The object 
reacts to human bio-presence,” 
explained Ron Gress. “It be¬ 
comes a very seductive object. 
The whole reason was to make 
you want to keep that object 
with you at alt times and take 
it home. We first started talk¬ 

ing about what effect would 
happen, like sparks shooting 
out, but Mark’s idea was for a 
magnetic flux that distorts 
stuff around the object and 
could reach out and suck you 
in. The exterior manifestation 
is a really interesting warping 
effect, like heat ripples. Some¬ 
times it’s idling and sometimes 
its in full seduce mode. Then 
inside this thing we are adding 
ripples and odd alien-looking 
lights.” 

The challenge was not in the 
distortion and light effects 
themselves, which were created 
by various computer graphic fil¬ 
ters and supervised by Markus 
Kurtz, but the tracking of these 
effects over the object. “The 
tracking of hand-held photogra¬ 
phy is, of course, an area of a lot 
of development in visual effects 
these days, and Digital Domain 
has been at the forefront of that 
for quite some time,” Stetson 
explained. “We have our own 
internal tracking software that 
was revolutionary when created 
three years ago and still remains 
state of the art. Nevertheless, 
we had to invent a few new 
tricks for tracking on this show, 
mostly in response to the long 
lens. ” 

The climax of SUPERNO¬ 
VA is, in the best B-movie 
fashion, a race against the 
clock. The crew of the Night¬ 
ingale must overcome an 
alien-altered crewman and es¬ 
cape before the blue giant star 
explodes. The apocalyptic 
event hangs over the heads of 
the Nightingale crew like the 
sword of Damocles for much 
of the film. When Walter Hill 
left the film, he and editor 
Freeman Davies were still 
fine-tuning the sequence of 
events and the exact relation¬ 
ship between the alien object 
and this cataclysmic superno¬ 
va. 

To visualize the dramatic 
currents of gasses and material 
as a neutron star siphons ener¬ 
gy from the neighboring blue 
giant, Gress drew upon recent 
images from the Hubbell Space 
Telescope for inspiration. “It 
was a huge job just making the 
neutron star and the blue giant, 
because it isn’t just a big ten K 
out there,” said Gress. “It is a 
character that is going to 
change radically through the 
movie.” □ 
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The start of principal pho¬ 
tography on April 13, 1998, was 
set based on the looming possi¬ 
bility of an actors strike in June. 
In the winter of 1998, films 
across Los Angeles were racing 
to begin principal photography 
so that they could he completed 
prior to such a strike, just in 
case negotiations between the 
union and producers failed. 
Then, five weeks prior to the 
start of shooting. Geoffrey 
Wright left the film due to cre¬ 
ative differences with the stu¬ 
dio. "We like his sensibility," 
said Chuba, “but suffice to say, 
at the end of the day. his vision 
of the film was not the version 
the studio wanted to do. He was 
very aggressive about the way 
he wanted to shoot it. Some 
were practical impossibilities 
such as shooting the whole 
movie in zero gravity." 

With a scant five weeks be¬ 
fore principal photography was 
to begin, the film was once 
again in crisis. Delays would be 
prohibitively costly, sets were al¬ 
ready under construction, and the 
back end of the shoot was al¬ 
ready up against the potential ac¬ 
tors strike. Once again, however, 
fate smiled on the film in the 
form of MGM executive Jeff 
Kleeman. “Jeff deserves credit 
for putting a coalition together to 
get Walter Hill," said Chuba. “He 
got us all to agree to that, and see 
the merits. Otherwise, it could 
have gone down in flames.” 

“It was kind of unusual," said 
Hill, the veteran director. “Very 

simply, they called me and I read 
the script. Obviously, I wouldn't 
have done it if I hadn't liked the 
story, but at the same time I felt 
the story should be told in a real¬ 
ly different way. So 1 gave them 
my version of it and said if wc 
could do that then I would be 
willing. Frank Mancuso and I 
have done a number of films to¬ 
gether and I like Frank. He's a 
very honorable guy and they 

The Nightingale 229, complete with 
sliding metal shields tor the ship’s 

shuttle, production designs by 
conceived by Merrick Dabrowlowski. 

monster film like ALIFN. or an 
exercise in blood and gore like 
another recent close-encounter 
film EVENT HORIZON. In 
keeping with the film's targeted 
PG-13 rating, the emphasis 
would be on the twisted and 
grotesque rather then the bloody. 

Noted Digital Domain visual 
effects art director, Ron Gress, 
“You always look for a chance 
to do something that hasn't been 
done before or at least greatly 
improve on something that has 
been done before. There are on¬ 
ly so many things spaceships 
can do, but here was an opportu¬ 
nity to design a totally new ship 
and totally new look for w hat 
that ship does. Where this ship 
spends most of its time is a place 
that no one has ever seen on 
screen before, so for me this was 
an opportunity to delve deeper 
into the phenomena of neutron 
stars and blue giant stars." 

Digital Domain had to re¬ 
design the Nightingale 229 
when director Walter Hill want¬ 
ed more locations to spread out 
the action, and a third module 
of a cargo bay was created. The 
interior sets, designed by Marek 
Dobrowolski, were already un¬ 
der construction. and provided 
the basis for the exterior design. 
“They had already come up 
with a rotating module con¬ 
cept, " said visual effects super¬ 
visor Mark Stetson, “and Walter 
immediately needed more room 
to play the story out, so that 
changed the design of the ship.” 

Hill and Chuba worked to¬ 
gether on the script, drafting co¬ 
pious notes for writer David Wil- 

Ntghtlngale Captlan Marley (Robert Forster) has a ghastly stasis tube 
malfunction, makeup concept by Patrick Tatopoulos. Left: Tube design. 

were kind of in a pickle on this 
situation. I guess the reason I re¬ 
ally wanted to do it, at the core, 
was it reminded me very much of 
the kind of science fiction that I 
used to read as a kid and the sci¬ 
ence fiction movies that I used to 
sec. I think it’s kind of an update 
of the '50s style of science fic¬ 
tion movies. It certainly isn't 
gadget driven or effects driven 
though wc have our share of 
things." 

Among the “things" will be 
film's model work and computer 
generated imagery by Digital 
Domain, supervised by Mark 
Stetson (see article on page 40), 
and special makeup effect de¬ 
signed by Patrick Tatopoulos, 
creator of GODZILLA (see arti¬ 
cle on page 46). 

Tatopoulos started on the pro¬ 
ject with the initial director, Ge¬ 
offrey Wright. His designs for 
the various special makeup se¬ 

quences, in particular the 
radical transformation 
of the character Troy by 
the alien entity, reflected 
the Australian director’s 
unique visual sensibility. 
When Wright left the pro¬ 

ject, Tatopoulos set out to meet 
the very different expectations 
of director Walter Hill. 

“I knew him from his work, 
but not personally," said Ta¬ 
topoulos of Hill in an energetic 
French accent. “The first time I 
met him, I showed up with my 
concepts for Geoffrey and I 
stepped into the room and right 
then I could tell what I did be¬ 
fore wouldn't be right for Wal¬ 
ter. 1 don’t know why. It was a 
weird vibe. It struck me within 
30 seconds, this is not going to 
work here. Geoffrey is a young, 
long-hair, rebel kind of guy. 
Walter has all this experience in 
the business. He’s a different 
character altogether and part of 
my work as a designer is under¬ 
standing the director. I'm not 
saying ]'ni achieving that, but I 
think it’s very important to try 
to capture the person.” 

Under Hill's direction, SU¬ 
PERNOVA became more a psy¬ 
chological thriller than a straight 
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son to consider. “Walter came on 
with just five weeks and man¬ 
aged to put his own spin on it," 
said Chuba. “He grasped the po¬ 
tential for telling a retro sci-fi 
story. He and I sat down and 
worked on the script together. 
There were a tremendous num¬ 
ber of notes and we handed them 
off to David Wilson who tire¬ 
lessly and enthusiastically took 
our new direction and did anoth¬ 
er draft of the script with five 
weeks to go. He’s one of the 
fastest writers out there. Another 
writer, Kathy Rabin, did a polish 
on the character stuff while 
David continued to work on the 
bigger action beats. We kept 
David on and he kept working 
on the changes Walter wanted 
while shooting continued." 

Hill’s changes were primari¬ 
ly on a character level, creating 
backstories for each character 
and selecting a central charac¬ 
ter for the audience to relate to. 
“In one sense, the story would 
have been perfectly fine for 
somebody else, but it wasn't 
the way I would choose to tell 
the talc/’ said Hill. “The way 
they had set it up before, most 
of the key players in the cast 
knew about the backstory and 
therefore it was being ex¬ 
plained to the audience. It 
seems to me all they did was sit 
around and talk about it. 1 said 
in one of the meetings, ‘I don’t 
want to make a move about 
what happened ten years ago.’ I 

Wilson Cruz and James Spader on 
the Nightingale, designed by Merrick 
Oabrowlowski as a “floating prison." 

PRODUCTION DESIGN 
Conceptualist Merrick Dabrowlowski 
on visualizing science fiction worlds. 

By Dale Kutzera 

For the subterranean min¬ 
ing operations, production 
designer Merrick Dabrow¬ 
lowski turned to astronomer 
Jacklyn Green, head of the 
Extraterrestrial Materials 
Simulation Laboratory at the 
Pasadena-based Jet Propul¬ 
sion Laboratory. The celes¬ 
tial body on which the min¬ 
ing colony was set changed 
during rewrites. Green, 
whose research concerns 
comets, not surprisingly sug¬ 
gested one for the setting, but 
long after filming on the set 
wrapped, the producers 
changed the location to a 
rogue moon to distance the 
film from such comet/aster¬ 
oid films as DEEP IMPACT 
and ARMAGEDDON, 

“Comets are the leftover 
building blocks from the for¬ 
mation of the solar system, 
said Green. “They are a natural 
source of valuables out in 
space. They’re rich store houses 
of hydrocarbons, little bits of 
minerals, and also water. And if 
you have a propulsion system 
you can mine that water and 
then break it up into the compo¬ 
nent hydrogen and oxygen and 
use that for your rocket fuel. So 
they liked the idea of having the 
salvage operation be on a comet 
and we went forward with it.’’ 

The trouble is no one really 
knows what a comet looks like. 
“The really mysterious thing is 
that we have only one picture of 
a comet nucleus,” continued 
Green. “That was taken in 1986 
by a space craft called Giotto 
from the European space 
agency. They put a photo mosa¬ 
ic together and we learned that 
comets arc very rough, very 
black objects. We took our 

Peter Faclnelli on Dabrowlowskl's medical 
ship the Nightingale 229, one of only two 
settings used as a backdrop for the story. 

knowledge about that picture, 
about how our solar system 
formed, and all the various re¬ 
search and studies that say that 
comets are put together bit by 
bit, and come up with this set." 

“Jackie showed me research 
of photographs of existing 
comet dust and diagrams of the 
comet structure,” said Dabrow¬ 
lowski. "The whole principle of 
the comet is based on the fractal 
concept: its structure doesn’t 
change no matter how close or 
far away you are. From that, 1 
came up with a design which 
has blobs that are connected to¬ 
gether, and because we have 
those huge machines that drill, 
and you have the surface which 
is flat, and it’s a cross-section of 
those blobs in different sizes." 

Unlike the repeating modu¬ 
lar design of the Nightingale, 
the mining cavern was purely 
organic. Picture a cavern 2QU 

feet long, 140 feet wide and 
40 feet tall, whose walls ap¬ 
pear to be made from frozen 
basketballs. And cold? Green 
estimates that the tempera¬ 
ture 300 meters beneath the 
surface of a comet would 
hover around a balmy 150 
degrees Kelvin—this being 
the equivalent of several hun¬ 
dred degrees Fahrenheit be¬ 
low zero. 

The setting proved so en¬ 
ticing to Green that she 
couldn’t resist bringing a 
prototype of a real spacecraft 
to the set for a photo session. 
The real spacecraft, called 
Deep Space Four is set to 
launch in 2003 and land on a 
comet nucleus in December 
of 2005. 

“Deep Space Four is the 
first mission that will ever 
land on the surface of the 
comet,” Green explained. 

“We’re gonna drill into it and 
get samples and analyze them 
right there and do in-situ sci¬ 
ence, then we’re gonna get a 
sample and bring it back to 
earth. So we’ve got a number of 
firsts: first landing, first anchor¬ 
ing and drilling, first return. The 
comet is called Temple One. It’s 
what we call a short period 
comet. Every so often one of 
these comets coming in for the 
first time gets too close to 
Jupiter. Its orbit gets disturbed 
and it gets kicked into the short 
period orbit, which has its 
greatest distance from the Sun 
of five astronomical units 
roughly. An astronomical unit is 
the distance between the Earth 
and the Sun. That family of 
short period comets are the ones 
that we send our missions to, 
because their orbits are very 
predictable.’’ 

To realize the set (built on a 
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The mining operation on Titan 37, the 
film’s only other setting, built In a 

vacant airplane hangar at Los 
Angeles International Airport. Right: 

Dabrowlowskl’s early concept 
sketches suggested a comet setting 

for the mines which was changed to a 
rogue moon after filming wrapped. 

Itr 

vacant airplane hangar at Los 
Angeles International Airport), 
Dabrowloski had a team of 35 
sculptors, working round the 
clock, carve huge blocks of Sty¬ 
rofoam for the cavern walls. 
The Styrofoam was sealed with 
polyurethane, then painted a 
brownish gray. Finally, the en¬ 
tire setting, including equip¬ 
ment towers and mining tracks, 
was blasted with salt to simulate 
the ice crystals. “I didn’t want 
repetitive elements,” Dabrow¬ 
loski explained. “Sometimes 
you cast things in fiberglass and 
repeat them, but we didn’t want 
that. We wanted this to be like a 
live sculpture. There are huge 
blocks of Styrofoam we put on 
top of each other and we sculpt- 

MERRICK DABROWLOWSKI 

“The bigger drama is the drama based on 
fact This is not a fantasy-driven script it's based 

on reality, and the more real it is, the stronger 
the conflict the stronger the drama.” 

cd from those blocks.” 
“There are two worlds I’m 

trying to show,” said Dabrow- 
lowski. “One is the world of 
this mining facility, which is 
more in the style of retro sci-fi. 
Because we’re mining for very 
basic elements like water, we 
don’t need very sophisticated 
equipment. We can work with 
basic equipment that, in a way, 
we could find on Earth. When 
it’s transported up in space, it 
doesn’t matter how big it is or 
how heavy it is, because it’s a 
very low gravity situation. So 
everything’s heavy and bulky 
and very primitive in a way. It 
doesn’t really have any aesthet¬ 
ic reasons of existing, just a 
function. So that was one con¬ 
cept of using low-tech, sci-fi 
kind of references. 

“Then the other ship is the 

Nightingale, which is the only 
other place where wc sec hu¬ 
man beings. They never land, 
so this is like a floating prison 
in a way. We did some re¬ 
search, but not the Mir and the 
Saturn ships and we were try¬ 
ing to stay away from the sci-fi 
world, simply because I really 
believe that sci-fi went in the 
direction of pure entertainment 
and less fact. And the bigger 
drama, 1 believe, is the drama 
that is based on fact. This is not 
a fantasy-driven script, it is 
based on reality, and the more 
real it is, the stronger this 
whole conflict is and the 
stronger drama. The horror that 
takes place there really affects 
the crew members and affects 
the audience. So we have to 
think what is the reality 150 
years from now in space?” □ 
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wanted one character to, in 
essence, not know the back sto¬ 
ry. It turned out to be the James 
Spader character, he would ex¬ 
perience the back story as the 
audience does." 

For Lou Diamond-Phi Hips, 
the new emphasis on character 
was the key for him to do the 
film. “1 had read this script a 
couple evolutions ago." said Di- 
amond-Phillips, "and the char¬ 
acters were a bit interchange¬ 
able at first and so the story did¬ 
n't have as much impact. What 
Walter did that got me on board 
was go in and make each char¬ 
acter an individual. So that if 
they do die—and people do die 
in this—you will at least care 
and feel like you knew them. 
He's picked the pace up im¬ 
mensely and really given a dra¬ 
matic dynamic to a lot of the 
scenes." 

"Walter drove the story in a 
different direction.” said Chuba. 
"For example, in the beginning, 
we have Robert Forster in the 
cockpit of the ship, talking 
about his philosophy of space 
and being technical and poetic 
at same time. It's a long speech 
and we're cross-dissolving that 
with a star field and a massive 
space environment. It’s very 
colorful and it is a moment from 
the '50s or '60s, made with to¬ 
day’s technology. We give that 
scene time to play out and it's 
magic. And that came from 
Walter.” 

Peter Faclnelli holds the crew at bay 
In the suspenseful climax as a nearby 

blue giant star goes supernova. 

make-up Effects 
Designer Patrick Tatopoulos on shock 

effects and alien transformations. 

Tatopoulos works on his alien design for 
INDEPENDENCE DAY. His creature effect finale 

for SUPERNOVA was dropped by the producers. 

By Dale Kutzera 

SUPERNOVA present¬ 
ed makeup and creature ef¬ 
fects expert Patrick Tato¬ 
poulos a welcome change 
from his previous job, that 
of designing a giant lizard 
that would terrorize New 
York. Although set in the 
distant future, and in a far 
off corner of space, SU¬ 
PERNOVA offered an op¬ 
portunity for more human 
scaled makeup effects. 

One effect, for example 
reveals the horrific influ¬ 
ence of the alien entity’s 
seductive powers. What at 
first is an invigorating fountain 
of youth, ultimately causes a 
character to regress into a quasi- 
fetal state. "The situation is that 
this alien energy starts changing 
the body and in the final stage 
he regresses so much that he 
starts looking like a fetus,” ex¬ 
plained Tatopoulos. "It was a 
twisted thing—a baby face, but 
old at the same time. We used a 
full head appliance, hand appli¬ 
ances, and the rest of the body 
was dressed so we didn't see 
much. We wanted the guy to 
stay basically the same size. We 
made the suit look a little bigger 
for that scene so it looked like 
he shrunk a little bit, but not too 
much. Wc use silicone for that 
purpose. It had a lot of layers 
and transparency. His eyes were 
all puffy and black. It looks very 
disturbing. [The actor] could see 
a little through the eyes, but 
barely. That was my favorite de¬ 
sign and it was shot beautifully.” 

To show the alien object’s re¬ 
juvenating affects on the charac¬ 
ter of Yerzy, played by Lou Dia¬ 
mond Phillips, Tatopoulos pro¬ 
posed a variety of techniques, in¬ 
cluding the use of two actors— 

one young, one old—and com¬ 
puter animated morphing. *'It 
started getting out of hand, and 
Walter said ‘Let’s age [the actor] 
before.’ Wc couldn't call it an 
all-age, but an aged-down on 
Yerzy—baggy eyes and gray 
hair and also a slightly more 
grayish tone of skin. The day he 
appears younger, we lose the 
baggy eyes, give him a fresher 
tan, keep his very dark hair and 
put him in tighter clothing so wc 
realize he's got muscles and is 
more powerful. From the begin¬ 
ning of the movie to that point he 
needs makeup, but it was a sim¬ 
ple makeup, didn’t take very 
long, and was cost-effective.” 
Tatopoulos’ designs were ap¬ 
plied on set by makeup artists 
Jake Garber and Mike Smithson. 

More involved was Yerzy’s 
ultimate fate, quite literally, at 
the hands of Troy. After a vi¬ 
cious battle in the medical lab 
of the ship, Troy crushes 
Yerzy’s head between his 
hands. The shocking scene was 
filmed from the back of Yerzy’s 
head, using a specially con¬ 
trolled bust of Lou Diamond 
Phillips. "We did a full replica 

of Lou Diamond's head, 
with special mechanics that 
allowed us to squeeze the 
head and put it back into 
shape,” explained Tatopou¬ 
los. "The first approach 
was to make a plastic shell 
on either side of a silicon 
head so you could realty 
fed this thing cracking. We 
found that we would have 
to run five, maybe ten 
heads to be safe if they 
needed to re-shoot it. So in¬ 
stead. we built a mechani¬ 
cal device so the head 
would deflate and shrivel. 
It was a silicone head skin 
and a skull of fiberglass 

mounted on springs. We made 
the skin thick so it retains 
[Yerzy’s) identity. We wanted to 
feel the thickness of the flesh 
and muscle of the human face.” 

The mechanical head al¬ 
lowed for repeated crushings. 
By shooting the scene from the 
back, there was no need for ad¬ 
ditional bloodletting. "We show 
it slightly from the three-quarter 
angle,” said Tatopoulos. "But it 
is disturbing enough. The sound 
will also help. We have blood in 
the movie, but it is a reasonable 
amount. We aren’t splattering 
the entire spacecraft with it.” 

A similar restraint was used in 
another gruesome effect. When 
leaping from one comer of space 
to another via dimension folding 
engines, the Nightingale crew re¬ 
side in protective stasis tubes. 
When one tube fails to seal prop¬ 
erly, the unfortunate occupant is 
merged with the glass and metal 
into a horrifying, and still living, 
victim. “That is a very grotesque 
effect,” said Tatopoulos. "Be¬ 
cause we’re not doing a monster 
movie per se, or pure makeup ef¬ 
fects movie, wc had to be not too 
crazy on the budget. So when we 
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Robert Forster as Captain Martey, discovered still alive by Angela Bassett (r) 
after his stasis tube malfunctions during a dimension-folding leap In space. 

go extremely close to him, it was 
a makeup appliance. Then we 
could pull away from him and 
used a hyper-realistic head which 
came out really good. We built a 
dummy head with a very simple 
puppeteering device to make it 
move enough to get the point." 

The use of the puppet head al¬ 
so prevented keeping the actor in 
makeup any longer than neces¬ 
sary. Tatopoulos noted that much 
of the scene’s impact derives not 
from the makeup, but from the re¬ 
action of the crew members as 
they witness the death of their 
friend. “There arc good actors in 
the movie. [Angela] Bassett and 
[James) Spader and everyone else 
reacting in front of the tube as this 
guy is dying, and seeing his face 
in there gives you as much as you 
need. We get the point. The effect 
where the stasis tube starts open¬ 
ing and the guy is obviously stuck 
to the back of the tube is another 
freaky thing. You don’t complete¬ 
ly see it, but he is spreading and 
being tom apart. This effect was a 
full body puppet that could 
spread apart when the tube opens 
and then basically bursts apart. 
Talking with Walter, we de¬ 
cided not to have a bloody 
effect, but more smoke and 
steam and tendrils flying 
everywhere as his body 
spreads between both parts 
of the stasis tube.” 

The most complex char¬ 
acter to realize was that of 
Troy, who, over the course 
of the film, is transformed 
by the alien object. Tato¬ 
poulos ’ original design for 
Geoffrey Wright involved a 
more ethereal alien pres¬ 

PATRICK TATOPOULOS 

“It is very interesting for someone like me, who 
does so many monsters and creatures, to do 
something more subtle once in a while.. .We 

didn’t go overboard and that is cool.” 

Troy would briefly contort, as 
though his twisted self were 
trying to burst through his skin. 
“What I did was sculpt two and 
three,” said Tatopoulos, “and 
in-between the CGI guys would 
scan [the second stage make¬ 
up) and basically make it ap¬ 
pear through the skin of the 

ence that would have been 
primarily computer gener¬ 
ated. Walter Hill wanted a 
more twisted, grotesque 
version of the character 
played by Peter Facinclli. 
“We did not have much 
time and I had to do every 
phase of his transforma¬ 
tion,” said Tatopoulos. “I 
started to design the final 
stage of the character just 
to see how far we were going to 
go. Then it is easier to just go 
back and design what is happen¬ 
ing between his real look and the 
final stage. Also before you have 
an actor, it is okay to work on the 
final stage where the thing is re¬ 
ally twisted and turned into 
something really different.” 

Three stages were designed. 
The first was Facinclli without 
special makeup. Then a sec¬ 
ondary, partial transformation in 
which the alien entity is begin¬ 
ning to twist and contort his 
body. The third and final incar¬ 
nation involved a full body suit 
and head makeup on Facinclli 
to reflect the completely twisted 
affect. Between each stage. 

The alien entity causes one character to revert 
a quasl-letal state, “a baby face" said 

Tatopoulos, “but old at the same time." 

M 

character. It would come and 
go—a weird thing happening all 
the time—up to a point where 
stage two was basically set for a 
scene or two. Then he goes back 
to himself, and then he goes 
back to two and even further.” 

Tatopoulos and Hill were both 
concerned that the erratic trans¬ 
formation might confuse viewers 
and wanted to ensure that the 
alien object’s affect on Troy was 
comprehensible. “Up to a point 
the issue was the difficulty of 
making the public understand 
what was going on,” explained 
Tatopoulos. “He would go back 
and forth all the time, then he 
reaches the final stage and stays 
there, why? It was a story issue 

that Walter was developing 
through the process. He 
wanted to make sure people 
knew what was going on 
and that it made sense.” 

The presentation of 
Troy’s change was further 
complicated by budget 
considerations. “We were 
cutting the budget here and 
there, because the CGI and 
visual effects were getting 
so involved,” said Tatopou¬ 
los. “We had to cut some of 
those morphing in-between 

to 

sequences. Once you start cut¬ 
ting those out, the explanation 
of the progression doesn’t make 
quite as much sense. We had to 
be careful during the course of 
filming that this evolution was 
clear to the public and that they 
knew this thing was Troy at the 
end of the film. As twisted as it 

was, it was still him." 
The desire for clarity 

was one reason the third 
and most deformed incar¬ 
nation of Troy was ulti¬ 
mately dropped from the 
film. “The issue was, do 
we keep the actor’s face 
or does he turn into more 
of a creature at the end?" 
said Tatopoulos. “We 
made a test on the final 
stage of Troy and Walter 
liked it very much, but the 

issue when we showed that to 
the studio, is that they felt it was 
turning into something way out 
there. It was still very anthropo¬ 
morphic. It still looked like a 
man, but his face was quite 
twisted and you couldn't recog¬ 
nize the character. So we had to 
sacrifice the last stage, which 
for me was the saddest part of 
the thing, because I knew Walter 
liked the look of it. We all did. 
The test was very convincing. 
As the creature designer it 
would be nice to have the thing 
appear in [the moviej, but ulti¬ 
mately I know the movie will be 
what Walter wanted it to be, 
which is more a psychological 
and more into character than in¬ 
to shocking effects.” 

In some respects, the more 
human scaled challenges of SU¬ 
PERNOVA are a welcome 
change of pace from Tatopoulos’ 
more monstrous creations like 
GODZILLA. “It is very interest¬ 
ing for someone like me, who 
does so many monsters and crea¬ 
tures, to do something more sub¬ 
tle once in a while. But it is good 
for us as makeup and creature 
guys to have something subtle. 
We didn’t go overboard and that 
is cool ” □ 
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John Dykstra and Eric Allard 
on the amazing mouse effects. Stuart's landmark CGI character 

animation Is by Sony Imageworks. 

CGI family portrait, Hugh Laurie as Mr. Little, 
Geena Davis as Mrs. Little, Jonathan Upnlcki as 

George, holding mouse brother Stuart. 

By Mitch Persons 

John Dykstra calls him¬ 
self “a legend in my own 
mind,” but he is so much 
more than that. He is to CGI 
effects what D.W. Griffith 
was to the entire motion pic¬ 
ture industry. Dykstra is the 
man who virtually created 
the sophisticated camera sys¬ 
tem for STAR WARS, the 
film that forever changed the 
course of special effects in 
the movie industry. He is the 
co-founder (with George Lu¬ 
cas and Gary Kurtz) of In¬ 
dustrial Light and Magic, the 
company that oversaw the 
dynamics of such films as 
JUMANJI, TWISTER, and 
WHO FRAMED ROGER 
RABBIT? Dykstra was al¬ 
so involved in STAR 
TREK: THE MOTION PIC¬ 
TURE, BATMAN FOREV¬ 
ER, BATMAN AND RO¬ 
BIN, and scores of other 
films, TV shows, and com¬ 
mercials, and the winner of an 
Academy Award. Now this unas¬ 
suming, gentlemanly innovator is 
the senior visual effects supervi¬ 
sor and second unit director for 
STUART LITTLE. 

“In STUART LITTLE,” said 
Dykstra, “we have a combination 
of mechanical and visual effects. 
There’s water running in sinks, 
water running in the streets, the 
boat race, those kinds of things 
which arc traditional mechanical 
effects, the type of effects that 
Eric Allard is supervising. Then 
there’s matte painting, and 

miniature shots, and computer¬ 
generated characters, which are 
traditional visual effects. The dis¬ 
tinction between the two is that 
one tends to be more mechanical, 
and the other one tends to be 
photometric, meaning we com¬ 
bine multiple pieces of film to 
create a final illusion. 

“Most recently on films, par¬ 
ticularly on films that 1 have 
worked on, where we have ac¬ 
tion material, the mechanical 
effects and visual effects have 
to collaborate in order to create 
the illusion. In the BATMAN 

films I did. the mechanical 
effects had to be integrated 
into the visual effects, be¬ 
cause we were blowing our 
miniatures up, so we had 
pyrotechnics that explod¬ 
ed, we had very complicat¬ 
ed mechanical rigs that 
were used to actually break 
the buildings which we 
were blowing up apart. It 
was quite a huge overlap of 
mechanical/visual media, 
because these shots then 
became a single element in 
a film composite that com¬ 
bined with several other 
pieces of film to create a 
single scene. 

“On STUART LITTLE, 
because Stuart is, in most 
cases, computer-generat¬ 
ed,—virtual, actually—so 
he can’t do things like move 
a bottle cap, or push water 
aside, or be bopped by a 
ball, we rely on Eric and his 
mechanical effects people 
to give us the rigs that simu¬ 

late that. What Eric has accom¬ 
plished is similar to the work 
that was done on ROGER RAB¬ 
BIT. Everybody knows the char¬ 
acters in ROGER RABBIT were 
animated characters, so they did¬ 
n’t really exist, so when the ani¬ 
mated character interacted with a 
bottle of water, or a chair, or a bi¬ 
cycle, the bicycle, bottle of wa¬ 
ter, or chair had to be manipulat¬ 
ed mechanically, to make it look 
as though the character was 
moving it. So it requires some 
artistry in engineering to do 
things in a natural way, and tech¬ 

nical expertise in terms of trying 
to figure out how to make this 
happen with a minimum of visi¬ 
ble wire removal, and a maxi¬ 
mum of concentration on the an¬ 
imated character. The work 
we’re doing on STUART LIT¬ 
TLE requires a very intimate co¬ 
ordination between those two 
components, because our char¬ 
acter Stuart interacts with people 
on a regular basis, and he’s very 
small. It’s very intricate, jewel¬ 
like work, and if not done as a 
cooperative effort, can look ex¬ 
tremely tacky and amateurish, 

“There’s another kind of in¬ 
teresting idea that’s involved in 
the creation of a character or an 
illusion of the nature that we're 
making for this film, and that is 
animatronics. Patrick Tatopou- 
los, the animatronics supervisor 
and his crew have built anima- 
tronic versions of Stuart. There 
arc times when our CGI Stuart 
will not be cincmatically feasi¬ 
ble, and then Patrick will have 
a hand in creating the look.” 

A key scene in Columbia/ 
TriStar’s STUART LITTLE is 
a wild nautical race between 
nine model boats, including a 
schooner named The Wasp and 
a sloop, the Lillian B. Womrath. 
Nothing too unusual there, ex¬ 
cept that the race takes place in 
a placid pond in New York’s 
Central Park, and The Wasp is 
helmed by the film’s titular 
character, a mouse. 

Eric Allard, the mechanical 
effects coordinator of STUART 
LITTLE, stands at the foot of the 
bridge of the pond set at Sony 
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Stuart takes a bath In the family washing machine (r) and burps a CGI bubble, 
effects supervised by STAR WARS guru John Dykstra, still on the cutting edge. 

Studios, looking thoughtfully 
out over the water. In the past, 
Allard has, among other accom¬ 
plishments, created Number 
Five, the robot from SHORT 
CIRCUIT, and worked on spe¬ 
cial effects for the films BRAIN¬ 
STORM (starring the late Natal¬ 
ie Wood.) and FX/2. Now he is 
designing and choreographing 
this boat race, and although there 
arc no vessels in sight, Allard is 
present this day to get a better 
grasp of what he and his crew 
must do in order to make the 
scene a cogent one. 

“Yes, that’s going to work 
just fine,” Allard said, surveying 
the set. “This tank we Ye shoot¬ 
ing in, the one representing the 
pond, is actually the same tank 
that was used many years ago in 
all those Esther Williams musi¬ 
cals. It's 12 feet deep, and in the 
middle of it there’s a big pit with 
an hydraulic lift that used to be 
the platform that she would 
emerge out of. 

“For STUART LITTLE, we 

couldn't go deeper than four 
feet, because if the pool was 
any deeper, we would lose 
our boats. We created a sub- 
floor in that tank by making 
metal frames with a metal 
backing, and then made a 
complete floor only four feet 
deep over the 12-foot floor. 
We then put nine track sys¬ 
tems on it. What we have is 
like nine small railroad tracks 
that go on top of the deck, and 
then we have these travelers, 
which are little bearing wheels in 
little casings that engage the 
track, and then cables pull them 
along. We have pulleys on the 
inside of every turn of the track, 
so the boats can actually be seen 
going around turns. Then we 
have cable winch systems that 
pull each one for each individual 
track. There arc wavemakers 
that arc installed to add ripples to 
the water. The water is dyed 
with both opaquing pigmenta¬ 
tion and color, so that we can 
achieve a look to the water that 

by John Dykstra, the second unit 
director and senior visual effects 
supervisor. There’s quite a bit of 
CG action, boats crashing. The 
Womrath trying to do in The 
Wasp, and Stuart having to react 
to all of it. We're going to shoot 
that part outdoors, and so we 
won’t have to simulate the wind: 
we'll have the real thing. Also, 
it will not be necessary to have 
the magic sails. 

“From that scene, the boats 
pass by a buoy and then re¬ 
turn to this original set here. 
I don't think I'll be ruining 
anything by letting people 
know that Stuart docs win 
the race, and my team will be 
involved with shooting The 
Wasp coming in victoriously, 
with The Womrath lumber¬ 
ing in behind it, or running 
aground, or whatever Rob 
[Minkoff, the director] ends 
up deciding on. This is the 

longest and most expensive seg¬ 
ment that we have to shoot. It's 
going to take 13 days and cost a 
whopping $100,000 an hour.” 

Noted Dykstra, “I think part 
of the fun of any of these kinds 
of films is the idea for the audi¬ 
ence that, in fact, their disbelief 
is suspended, and they really 
think that this is a character that 
they might see coming out of a 
theater, walking down the 
street, piloting a skiff. That’s 

A Uttle bedtime story: Lipnicki 
and Stuart take care of dental 

hygiene, expressive use of CGI 
animation from Rob Minkoff, the 

director of THE UON KING. 

why we have to be as collab¬ 
orators, the mechanical ef¬ 
fects boys, the animatronics 
people, the people from vi¬ 
sual effects. We have to be in 
sync in order to make sure 
that the seams don’t show, 
that the audience really be¬ 
lieves that this puppet and 
this image is a very real 
character. 

makes it the proper color, as 
well as performing the job of 
hiding the rigging. We’ve also 
got a lot of river fans to simulate 
tidal winds, and have installed 
crank shafts with cables to move 
the branches and leaves on the 
trees when there are breezes 
blowing. The sails that we have 
on the boats, we call them magic 
sails. They have a piece of 
spring wire in them on a shaft 

that, when rotated, creates the 
look of an inflated sail. The 
boats themselves, which are ex¬ 
act replicas of real ones, were 
built from scratch by a team 
headed by Dennis Schultz, our 
model shop supervisor. 

“Once the boats go under the 
bridge we cut to a different set, 
and that becomes more of what 
we're calling *Stuart-vision,’ 
kind of Stuart’s point of view of 
the boat race from the time he 
goes under the bridge. 
That part of the film is 
going to be directed 

HOur character Stuart is very 
small,” said Allard. “It’s very in¬ 

tricate, jewel-like work, and if not 
done as a cooperative effort can 

look tacky and amateurish.” 
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Animal trainer Boone Narr on getting 
the cats to play CGI cat and mouse. 
“It’s an ironic thing, in a 

way, that in a picture that 
deals with the life of a 
mouse, we were called in 
to work almost exclusively 
with cats,” said animal 
stunt coordinator Boone 
Narr, the man behind the 
mouse antics in Dream¬ 
Works’ MOUSE HUNT. 
When STUART LITTLE 
was in the planning stages, 
Narr was asked if he could 
get a live mouse to do what 
was required. “That was 
obviously out of the ques¬ 
tion,” he said, “because no 
amount of training is going 
to get a mouse to talk, 
swim, or pilot a boat. The 
only route to go was CGI.” 

Narr was assisted on the 
film by Sue Hanson and a cadre 
of ten cat trainers. “We have to 
have strength in numbers be¬ 
cause on this particular show, 
the cats have to do so much, 
and play so much, and have to 
have such definite character 
traits that working with them is 
quite difficult. The kinds of 
things these cats are asked to do 
would be difficult enough with 
dogs, who are supposed to be 
easier to work with. As an ex¬ 
ample, there is a scene where 

Stuart's showdown with Snowball, 
using laser light to direct the cat's 

eyeline for a mouse that isn't there. 

him. Later on, an animat¬ 
ed Stuart is going to be 
put into the picture, but 
right now, what is the cat 
looking at? How do you 
tell a cat, look left, look 
up, go and chase some¬ 
thing that’s not there? 
That’s why we use the 

Narr directs the film's heavy, Snowball, one of 23 
cat stars. Right: Choice expression. Snowbell 
with Stuart's CGI tail dangling from his mouth. 

the Mafia gang has to laugh at 
Snowbell, who the gang, out of 
total disrespect, calls Doorbell. 
The cats start laughing at him, 
and so they fall down on their 
sides and chuckle, and roll over 
on their backs, and kick their 
feet in the air. One guy comes 
up and puts his feet over a little 
bucket handle, cocks his head, 
and giggles like Jack Nicholson 
in BATMAN. The giggle, of 
course, will be coming out of 
an animated cat mouth, but the 
rest of the movement will be 
live. 

“We have 23 cats filling in 
for the eight parts. If we were 
trying to do these moves say, 
30 years ago, I don’t think we 
would be able to go as far as 
we have. Fortunately, our 
modern technology has come 
up with the laser light, which, 
as animal trainers, we find in¬ 
valuable. What wc do is, we 
teach our animals, cats, dogs, 
pigs, whatever, to follow the 
light beam. There are many 
scenes in STUART LITTLE in 
which the cats arc supposed to 
be talking to Stuart, or carry¬ 
ing on with him, or chasing 

laser light, and that’s why we 
have so many backups. There 
are some animals that follow 
the light, some that look at it, 
some that chase it, some that 
follow it, and some that just 
stare at it. 

“These cats working togeth¬ 
er, on stage, with actors, chas¬ 
ing a character that they can't 
see, is another big challenge. 
It’s a whole new ball game. 
When people go to see our 
movie, they’ll wonder, ‘How in 
the world did you get those ani¬ 
mals to do that?' 

“And there is something 
else, too, something that no¬ 
body in the audience sees. In 
order to get the fullest coopera¬ 
tion from the animals, you 
must, absolutely must, have a 
general level of compassion for 
them and what you as a trainer 
are doing. It’s not like the grips 
where you load your equipment 
in the truck and then get to go 
home. Sue and I, and all the 
other trainers who work with 
us, are at this 24 hours a day. 
There is literally no other way 
it can work." 

Mitch Persons 

In the film, Stuart is given a 
remote control car by his 
adopted brother George, call¬ 
ing for more on-set mechanical 
effects devised by Allard. “In 
the real world, if you weigh 150 
pounds, and you get into a 3000 
pound automobile, it moves 
when you get in,” said Allard. 
“In our movie, when Stuart gets 
into the car, it has to react to his 
slight weight. The door has to 
open, the suspension has to set¬ 
tle a little if he’s moving 
around. All of these things have 
been built into the remote con¬ 
trol car. The shots of Stuart will 
be performed by John [Dyk- 
stra’s] CGI Stuart. 

“Wherever Stuart is, in order 
to time into the set, we always 
try to do something in the live 
world that will help tie the CGI 
character into the film. If he's 
walking on a bed, there have to 
be footsteps on the bed. If he’s 
putting a book away on a shelf 
of books, the books have to 
move. We have a system that 
we’ve built where wc can do 
things digitally, so that once 
getting a particular movement, 
we can either use airplane ser¬ 
vos, or pneumatics, and once 
we get the proper look, all we 
have to do is push a button and 
the props will do the same thing 
every time. 

“We do have something we 
call RoboStuart, which is a little 
unfinished body of Stuart that 
has servos in it, so if he is un¬ 
derneath a piece of clothing, or 
underneath the covers of the 
bed, we can make the proper 
movements. When Stuart has to 
slide down bed linens, or when 
he spins a globe of the world, 
or when he lifts a fork up to his 
mouth, the RoboStuart can sim¬ 
ulate the movements just 
enough so we will be able to 
pretty much tell how the com¬ 
pleted shot will look." 

Physical etlects supervisor Eric Allard 
prepares the boat race sequence, 
setting up the CGI to work on set. 

50 



Dykstra emphasized the col¬ 
laborative nature of the ground¬ 
breaking effects work. “When 
wc speak of little Stuart as a real 
character, we are fortunate to 
have a style that has been deter¬ 
mined by our director, Rob 
Minkoff. and Henry Anderson, 
who is our supervising anima¬ 
tor. Together they have formed 
Stuart in terms of how he 
moves, what his face looks like, 
and how he will be delivering 
his lines. Of course, the actor 
who does Stuart’s voiceover 
[Michael J. Fox] has a fair input 
into the personality of the char¬ 
acter. and in fact, to a certain 
extent, some fairly large per¬ 
centage of the character’s per¬ 
sonality will come from [Fox]. 
So it will be the actor, and Hen¬ 
ry directing the animators at 
Rob's direction, and that forms 
the personality of Stuart. 

"Rob has been very collabo¬ 
rative in that we've all had an 
opportunity to have input on 
each of his ideas, and as a result 
we all feel as though there's 
some sense of authorship and 
what comes out of the end re¬ 

sult. But 1 think 
that’s pretty much 
true on almost 
every film you 
work on. If the di¬ 
rector is secure 
and collaborative, 
then the people 
w ho work on the 
film get a propri¬ 
etary sense about 

the film on an individual basis. 
It's like that with us, and I’m 
sure it's like that with Eric [Al¬ 
lard] and Patrick [Tatopoulous] 
as well. 

"And let's not forget that we 
have several supervisors at 
Sony Imageworks who are do¬ 
ing the technical issues of cre¬ 
ating photorealistic fur, and 
photorealistic clothing. It is an 
arduous effort, making the out¬ 
fit for a half-animatronic/half- 
animated mouse seem realistic, 
but I think that the test of the 
success of this project will be 
how well everybody collabo¬ 
rates, because ultimately we 
end up with a character that’s 
greater than the sum of its 
parts, as opposed to just a 
great-looking set of clothes, 
and a nice-looking puppet, and 
a bunch of wheels and pulleys, 
and a mouse that springs forth 
from a computer,” 

Effects guru 
John Dykstra 

A different kind of kiss goodnight 
from action star turned loving mom. 
The exceptionally tall Gecna 

Davis is not at all like the feisty, 
flintv heroines she has plaved in 
such films as THELMA AND 
LOUISE and THE LONG KISS 
GOODNIGHT. Davis is, in 
conversation, soft-spoken to the 
point of shyness, and possesses 
an almost cuddly, small-town- 
girl charm. 

“Yes,” Davis admitted, “I’m 
quite unlike those women in 
most ways. That’s wrhy I am 
pleased that my part in STU¬ 
ART LITTLE is one that is a bit 
of a departure from them. Mrs. 
Little is a strong, intelligent ca¬ 
reer woman, a music teacher, 
but she is also a genuinely sen¬ 
sitive and warmhearted mother. 
She treats little Stuart, the 
mouse the Little family has 
adopted, as her own son. There 
is a very tender scene toward 
the beginning of the film where 
I am tucking Stuart into his bed 
for the night, and I plant this 
very motherly kiss on his tiny 
forehead. I had a good time 
playing that scene for a couple 
of reasons. The first reason was 
because it shows just what kind 
of truly loving woman Mrs. 
Little is, and the second, I was 
pleased that the audience 
would not find me reverting 
back to an assassin the way I 
did in THE LONG KISS 
GOODNIGHT. 

“It’s not that I was disap¬ 
pointed with my role in that 
film, it's just that after playing 
such a demanding role, both 
emotionally and physically, niv 
part in STUART LITTLE was 
almost like a vacation. Mrs. Lit¬ 
tle is first, last, and always Mrs. 
Little. An energetic, caring 
woman appears at the beginning 
of the film, and the same ener¬ 
getic, caring woman is present 
at the end of the film. 

“STUART LITTLE is a fan¬ 
tasy, a fairy tale actually, but 
unlike the book by E. B. White, 
it deals very much with the 

Not the feisty, flinty heroine, Davis 
termed her role a pleasant "vacation" 
from the type of assassin she played 

In THE LONG KISS GOODNIGHT. 

closeness of a family. The last 
half of the book had Stuart 
breaking loose from the Littles, 
and going off to seek his future, 
leaving his parents and his 
brother George far behind. In 
the film, that whole section has 
been eliminated. The Littles 
now are featured characters 
who have developed such a love 
for Stuart that when it looks tike 
the mouse has become irretriev¬ 
ably lost, they do everything 
they can to try and find him. 
The book also dealt at length 
with a boat race that Stuart par¬ 
ticipates in. On the printed 
page, Stuart goes it alone, but in 
the film, George and Mr. and 
Mrs. Little are standing at the 
edge of the water, cheering him 
on. 

“All this for a mouse. That is 
another thing about STUART 

LITTLE that is so attractive to 
me. The book, as well-written 
as it is, concentrates more on 
Stuart's adventures and his per¬ 
sonality than it does people’s re¬ 
actions to him. Our film still 
emphasizes Stuart's forays into 
the world of humans, but it does 
something else as well. The 
movie demonstrates acceptance 
of who you arc and what you 
arc about as a creature in this 
world. Mr. and Mrs. Little, Stu¬ 
art’s adopted brother George, 
various people that Stuart meets 
along the way, accept the fact 
that Stuart, though a rodent, has 
a definite place in the scheme of 
things, and a definite right to be 
exactly where he is." 

Mitch Persons 
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Till DMM 11 
Director P. J. Pesce 

on the spaghetti 
western prequel. 

Michael Parks plays historical figure Ambrose Bierce. Edgar Allan Poe's 
contemporary, In producer Robert Rodriguez’ intriguing set-up for the legend. 

By Jon Keeyes 
Beneath a blood-drenched 

sun, writer Ambrose Bierce 
stands against a rock. Before 
him, a Mexican firing-squad lift 
their rifles, and with a defining 
roar, unleash a volley of bullets 
into his body. And thus begins 
THE HANGMAN S DAUGH¬ 
TER, the third installment in 
Miramax Film’s FROM DUSK 
TILL DAWN franchise. The 
film hits the street on video in 
January from Buena Vista. 

Set in 1913, the disappear¬ 
ance of real-life author Am¬ 
brose Bierce becomes the cat¬ 
alyst for this Robert Ro¬ 
driguez-written prequel. What 
follows is a western-horror 
which merges two storylines, 
including Bierce's nightmarish 
journey into the Mexican 
desert, his discovery of the 
original Titty Twister bar, and 
the rise to power of Satanico 
Pandemonium, the vampire 
queen portrayed by Salma 
Hayek in the original FROM 
DUSK TILL DAWN. For such 
an undertaking, writer and pro¬ 
ducer Robert Rodriguez sought 
the right director to carry on the 
vision of his cult hit. 

P. J. Pesce was approached 
in July 1997. “1 read the script 
and I though it was kinda cool, 
especially the historical aspects 
of it and the inclusion of the 
writer Ambrose Bierce,” said 
Pesce. “Robert and I got on the 
telephone and talked about all 
kinds of things, from the 
movies to the music, we like. 
He had seen this western I 
wrote and directed called DES¬ 
PERATE TRAIL with Sam El¬ 
liott, and he really dug it. We 
talked about the first movie, 
about Quentin Tarantino, about 
Ambrose Bierce.” 

Pesce then flew to Austin to 
meet with Rodriquez. “We did¬ 
n’t really even talk about the 
movie,” said Pesce. "We talked 
about guitars, laser discs, and 
ran all over his house. I think 
his wife Elizabeth figured we 
were like two 14-year-old boys 
on a play day. Finally it was 
time for me to go and we real¬ 
ized we hadn't talked about the 
movie. He asked how I would 
shoot it, and I said my style was 
fairly similar to his. 1 shoot a lot 
of shots, 1 edit real fast, and I 
like John Woo. And I have a 
brown style, 1 make everything 

look sepia.” After viewing 
DESPERATE TRAIL, co-pro¬ 
ducers Tarantino and Lawrence 
Brader confirmed Rodriquez’ 
choice of Pesce as director. 

Pre-production began rolling 
as Pesce and Rodriguez under¬ 
took the arduous task of re¬ 
defining the script and casting a 
film which includes ten primary 
actors. “The script was already 
written,” explained Pesce, “but 
1 feel that each director has their 
own style and needs to make a 
script their own. I asked Robert 
and he said to take a pass on it. 
More than anything else on 

someone else’s script, it’s like 
re-typing it. That way you know 
every tiny thing and it makes 
you question blocking, and why 
people arc doing things in every 
scene, and the logic behind ac¬ 
tions. This gave me the ability 
to have a dialogue with Robert 
about changes to scenes, 

“It was the choosing of most 
actors where Robert and I were 
working most intensely togeth¬ 
er,” he continued. “The very 
first actor that was hired was 
Michael Parks [FROM DUSK 
TILL DAWNj. That was some¬ 
thing that Quentin really want¬ 
ed. I met with Michael and 
thought this guy had a real qual¬ 
ity. After that, I would send 
Robert tapes of who I wanted 
and nearly every actor we 
agreed on. It became a very 
good collaboration and Parks 
was the perfect choice as Am¬ 
brose Bierce.” 

To ensure accuracy to the 
film, Pesce then delved into 
western history: “1 did a ton of 
research on Ambrose Bierce. I 
get fanatical about doing re¬ 
search, especially doing a his¬ 
torical movie. 1 watch these 
westerns on TV and I’m scream¬ 
ing at the directors wondering if 
they have ever even looked at 
an old western picture—nobody 
had long hair. There was a rea¬ 
son why barbers made a very 
good living. How hard is it to 
go study some pictures to get 
your actors looking proper? I 
had even gone to the point of 
finding out that Ambrose 
Bierce’s drink of choice was 
brandy, so I rewrote a dialogue 
exchange where Ambrose is 
asking for a drink at a bar. It 
makes for a weird little moment 
in the movie because you are 
seeing how Ambrose Bierce 
would have really been.” 
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Ara Cell plays Esmeralda, the Hangman's daughter of the title, who becomes 
vampire SatanIco Pandemonium, played by Salma Hayek in the original. 

The cast is a well-rounded in¬ 
ternational ensemble that pits a 
group of unlikely allies against 
the vile creatures of the Titty 
Twister bar. Bierce’s storyline 
follows his journey into the 
desert accompanied by two up¬ 
tight missionaries played by Re¬ 
becca Gayheart (URBAN LEG¬ 
END) and Lennic Loftin (THE 
QUICK AND THE DEAD). 
The second storyline—and basis 
for the film’s title—follows 
Johnny Madrid (Marco Leonardi 
of THE FIVE SENSES), as a 
bandit who is saved from the 
noose by Esmcrclda, the hang¬ 
man’s daughter (Ara Celi of 
DONUTS). Kidnapping Es- 
merelda, he is pursued into 
the desert by the Hangman 
(Temuera Morrison of ONCE 
WE WERE WARRIORS). 
The chase leads them to the 
Titty Twister, where his group 
is forced into an alliance with 
Bierce’s group to fight the 
vampire horde. The only orig¬ 
inal cast member to return is 
Danny Trejo as Razor Char¬ 
lie, playing bartender to Sonja 
Braga (KISS OF THE SPI¬ 
DER WOMAN), the current 
operator of this gothic-west¬ 
ern bordello of blood. 

For any person—Pesce in¬ 
cluded—creating a western is a 
task many directors aren’t 
thrilled with: “I didn’t realize 
when I did DESPERATE 
TRAIL that in doing a western 
there are tons of little arcane 
skills that very few people have 
anymore. Really, the only peo¬ 
ple who still have these skills 
are here in Hollywood. For 
HANGMAN’S DAUGHTER 
we wasted so much time doing 
six-ups, which is having a team 
of horses pul! a wagon. We were 
shooting in South Africa where 
there were no horses that had 

DIRECTOR P.J. PESCE 

“Robert [Rodriquez] and I didn’t talk about the 
movie. We talked about guitars, laser discs and 
ran all over his house. His wife probably thought 

we were like two 14-year-old boys on a play day.’7 

been trained to pull a wagon. 
Our wrangler had to train 10 or 
12 horses. And the other thing 
they didn’t have—on the entire 
continent—was a stagecoach. 
We literally had to go out to this 
equivalent of a western steak- 
house that had an old, prop 
stagecoach sitting out in front, 
and that’s what we had to use. In 
order to make it safe enough, we 
had to weld hundreds of pounds 
of iron to the thing to keep it 
from falling apart. And of 
course now these newly trained 
horses can barely even pull the 
thing so they're tiring out faster. 
It was a nightmare, and the 
damn thing still broke. 

“As for the western town,” 
continued Pesce, “we built the 
entire town out in the middle of 
nowhere. That was a major lo¬ 
gistical, technical achievement. 
And we built the entire Titty 
Twister set in Capetown in a 
warehouse. It was crazy. All of 
the real film studios in Cape¬ 
town were booked so we had to 
build this set in a warehouse on 
the outskirts of town, and 
there were days when we 
would have to stop shooting 
because a garbage truck was 
rolling by or a family of 
birds in the rafters would 
start tweeting.” 

Pesce’s final obstacle was 
blending the finer nature of 
the western with the true ele¬ 

ment that drew people to FROM 
DUSK TILL DAWN in the first 
place: horror. *‘I had never done 
a horror movie before, but I'm a 
huge western fanatic,” he said. 
“I relied a lot on Greg Nicotero 
from KNB Special-Effects for 
the horror. Greg was there with 
me, so I would ask him how oth¬ 
ers would do something particu¬ 
lar. I talked with Robert about 
what the movie should feel like, 
and the two movies we relied on 
were Dario Argento’s SUS- 
PIRIA and then JACOB’S 
LADDER, because we didn’t 
want to rely heavily on CGI but 
wanted everything to just feel 
and be creepy. I think I achieved 
my goal,” 

To round out the fine blend of 
two genres, Pesce complimented 
the film’s “warm, brown look” 
with what he coasiders to be great 
music and sound. “The music is 
so awesome!” Pesce exclaimed. 
“There’s tons of real old Mexican 
pieces. We basically used only 
one or two bands because we 
found these archival CDs and it 

Pesce directs Marco Leonard! as Johnny Madrid, a bandit saved from the 
noose by Esmeralda, who joins with Bierce to fight the vampires (right). 

sounds so amazing and very 
authentic. It gives great atmos¬ 
phere to everything, especially 
the bar. Some of this stuff al¬ 
most sounds medieval. And 
the sound is just incredible! 
We’ve done a great job with 
the mixing, so you hear the 
bullets whizzing by your head 
and the explosions arc really 
exploding in the room. It’s 
great and completes the feel of 
the film perfectly.” 



Designing the future 
for Isaac Asimov’s 

robot Robin Williams. 

Production designer Norman Reynolds lamented that the original scripts' 
centuries-spanning storyline was cut back due to budgetary restrictions. 

By Frederick C. Szehin 
Prolific author Isaac Asi¬ 

mov had many times been ap¬ 
proached by Hollywood to set 
his classic science fiction sto¬ 
ries to film, but he had success¬ 
fully resisted for decades. In the 
1980s Roger Corman did pro¬ 
duce NIGHTFALL, but the re¬ 
sults were far from satisfactory. 
Now, with $100 million, two 
studios and no less than seven 
producers, Disney’s Touch¬ 
stone Pictures (along with Co¬ 
lumbia Pictures, which will 
handle foreign distribution) 
opened THE BICENTENNIAL 
MAN December 10 as their 
major holiday picture, with 
Robin Williams playing An¬ 
drew, a free-thinking robot who 
spends 200 years trying to find 
his humanity. 

The original short story was 
written by Asimov in 1976 and 
first anthologized in Stellar Sci¬ 
ence Fiction #2. 

Now his talc of Andrew, the 
robot who rebuilds himself to 
be human, has been given the 
Hollywood multi-million dollar 
treatment with director Chris 
Columbus (MRS. DOUBT- 
FIRE) at the helm, screenwriter 
Nicholas Kazan (who penned FALLEN, 
REVERSAL OF FORTUNE and PATTY 
HEARST, and is the son of legendary direc¬ 
tor Elia) writing the adaptation, and 
Williams heading a cast that includes Sam 
Neill (JURASSIC PARK), Embeth Davidtz 
(ARMY OF DARKNESS), Wendy Crew- 
son (FROM THE EARTH TO THE 
MOON) and Oliver Platt (BULWORTH). 

Williams' robot look is provided by Os- 
car-winning makeup artist Greg Cannom 
(MRS. DOUBTFIRE), with music by Os- 
car-winning composer James Horner (TI¬ 
TANIC), and production design by Norman 
Reynolds, whose previous work includes 
such impressive titles as MISSION IM¬ 
POSSIBLE, ALIENS, RETURN OF THE 
JED1, RAIDERS OF THE LOST ARK and 
THE EMPIRE STRIKES BACK. 

It was the initial script, which was con¬ 
stantly rewritten during production, that had 
attracted Reynolds to the project, as well as 
the fact that it was written by the offspring 

of the director of ON THE WATERFRONT. 
That first screenplay went all out in its de¬ 
piction of time spanning two centuries, and 
Reynolds relished the opportunity to attach 
himself to such a project. 

“One of the problems with the job I do is 
that getting the initial script doesn't neces¬ 
sarily mean the film is going to be like that 
or, indeed, that the period is what it says in 
that draft,” said Reynolds, whose involve¬ 
ment in the film began July, 1998. “The 
first draft getting that far into the future re¬ 
ally intrigued me, but we didn't actually go 
that far. I liked the way it was written. It’s 
certainly a very interesting subject and it 
was the best script around that 1 had read. 
And I liked the idea of Robin Williams be¬ 
ing the lead. He is such a talented man. My 
impression at that time was that we were 
going to go for it at one point in a really big 
way, but there were financial problems. In 
point of fact, we did slop shooting at one 
point. There was a hiatus. We tore down 

three sets and started again 
weeks later because there was a 
big financial hiccup, but they 
got over it and we proceeded on 
a sort of cut back budget. 

“When I came back a few 
weeks later,” Reynolds contin¬ 
ued, “we sort of started again. I 
think there was a lot of people 
stretching their muscles during 
that time, whatever the politics 
were. I don't become involved 
in those problems. I'm only real¬ 
ly interested in what the thing 
looks like. It just seemed to me 
that there was a flexing of mus¬ 
cles going on, but finally all of 
the parties saw some sort of 
common sense. It all worked in 
the end. There are such vast 
amounts of money that people 
are being paid. I don't know 
whether that sort of thing had a 
huge effect on the proceedings. 
I’m sure it did. At one point it 
seemed like that was the end [of 
the production]. Suddenly all 
these various people got together 
and worked something out. That 
seems to be par for the course for 
these big budget movies, really. I 
mean, $100 million for one 
movie! My goodness! Disney 
makes more than one movie, so 
there must be a lot of money in 

that particular pot." 
Like Asimov’s story, Kazan’s original 

script began in the future, and progressed 
200 years from there. But after the budget 
debacle was ironed out, much of that futur¬ 
istic atmosphere was lost, with the story 
starting pretty much in the present day. This 
caused Reynolds and his production team to 
lose certain designs. 

“I was initially into things like—to give 
you a simple example—vehicles,” he said. 
“People didn’t have private cars. What you 
had was places where you'd take your vehi¬ 
cle, use your swipe card or whatever the 
equivalent of that would be, punch in where 
you wanted to go, hop into this thing and 
you’d be taken there. You would then leave 
that vehicle there, do what you wanted to 
do, then go back to where you dropped off 
that vehicle, by which time there would be 
other vehicles in use, so the whole transport 
system was going to use a whole different 
approach. The personal owning of vehicles 



Williams plays robot tree thinker Andrew, in makeup designed by Greg Cannom, with Sam Neill as Sir. 

was sort of out. That, coupled with elevated 
skyway systems and all that sort of stuff. 
That was the kind of road I was going 
down. To do that means making various ve¬ 
hicles for people to drive around in. We did 
actually start on one or two of those things. 
There’s one in the picture, I think. But then, 
when you scale back on stuff, everything 
else is sort of scaled back. I think you cither 
have to go for it or not. It was decided that 
we couldn’t do that for, I suppose, bud¬ 
getary reasons.” 

With the budget suddenly being a hin¬ 
drance, and the script constantly changing, 
Reynolds also found himself working with 
a director whose very specific vision for the 
film centered more on the foreground than 
the background. 

‘'Chris Columbus is a very nice man, a 
charming guy,” said the designer. “But I 
think his main thrust is with the actors. Oth¬ 
er directors are as concerned about 
the sets and backgrounds as with the 
actors. 1 have the impression that you 
can't really separate the two. The 
right background certainly helps the 
actors, it helps everything. It is a part 
of the scene. I don’t think it should 
dominate, but I think you should be 
aware of it. I think, as far as Chris is 
concerned, a very close shot of the 
actor is sufficient for the scene. 
That’s really where he was coming 
from. He’s much more concerned 
with the actors than the thing they’re 
standing in front of. 

“Some directors can, almost with¬ 
out you being aware of it, thread the 
action through the backgrounds, in¬ 
corporate both things so the texture 
of what you’re looking at becomes 
part of the scene along with the ac¬ 
tors,” Reynolds continued. “I’ve 
done a number of things with Steven 
Spielberg, who tends to do that. He 
has a way of making the set or back¬ 

ground become an integral part of the 
scene, of weaving it in with the action and 
making it all work as a whole. If he has the 
stuff there, then he’s going to utilize it to 
further the scene, but I think Chris is much 
more the actor’s man.” 

Shooting progressed on location in 
northern California’s Bay Area until finish¬ 
ing in mid-July, 1999. One clement that has 
entered Reynolds's professional life is the 
advent of computer-generated imagery. It 
has now become important to prepare not 
only live-action sets and miniatures, but to 
develop drawings and sketches of important 
scene elements, then hand that over to CGI 
experts, who print out a picture of what they 
believe it should look like and send that to 
the art department for approval. This is how 
much of THE BICENTENNIAL MAN was 
created, which is a working relationship 
that Reynolds has had to get used to. 

Ctl suppose my biggest 
disappointment is the lack 

of vehicles. I was really 
pushing for them. In 

America cars are more 
important than people. 5 9 

‘—Production designer Norman Reynolds— 

"One of my favorite sets in the film,” he 
said, “is, oddly enough, one of the least fu¬ 
turistic. It’s the apartment for the character 
that Embeth Davidtz plays. One of the 
things that interested me about the movie 
was that there was a great variety of differ¬ 
ent sets and periods. The California archi¬ 
tects Green and Green built the basic house 
we chose for location. The interior reflected 
their work, and was a bit Frank Lloyd 
Wright-ish. It was an interesting interior, 
and that was one of the many different 
types of architecture that I’m involved with, 
from the stainless steel, circular interiors 
with lots of glass up to an Italianate set— 
which is the one I’m talking about now— 
which has lots of columns and arches. I 
wanted it to be like that, just to give another 
facet to the movie. It just appealed to me at 
the time; it’s not a huge set, but 1 think it 
had certain qualities that I liked. We had a 
very big set for the World Legislature, 
where we had 100 senators sitting in this 
place and Robin gave a couple orations. It 
was a big set, slightly futuristic. I think the 
diversity of the architecture is one of the 
things that interested me most. THE BI¬ 
CENTENNIAL MAN was a big mixture of 
styles for me, and I enjoyed that. 

“I suppose,” the British-born Reynolds 
continued, “my biggest disappoint¬ 
ment is the lack of vehicles. I was re¬ 
ally pushing for them. (He laughed.] 
I think this is especially true in Amer¬ 
ica; cars are more important than 
people. Some of those great Ameri¬ 
can cars of the 1930s—if you have a 
street full of American cars of that 
period, the man in the street knows 
it’s in the 1930s or thereabouts, and 
it’s a great stamp on the scene; This 
Is The Thirties, I think, equally as 
well, if you’re going into the future 
and you have futuristic vehicles you 
think. This Is The Future. If you 
don’t have very much else in the 
scene, you’re really spelling it out 
that you’re in the future. That was, I 
think, and I’m going to be proved 
wrong, something that would have 
helped the picture enormously. But 
then I'm always complaining. You 
have to keep trying to do what you 
think is the right thing. That’s what 
makes you get up every morning.” □ 

Williams and Hallie Kata Eisenberg as Little Miss, a robot In 
search of his humanity, based on the short story by Isaac Asimov. 
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The return of Buzz Ughtyear. Tim Allen, who voiced the character, urged a theatrical release 

How Pixar’s high profile video sequel went to 
By Lawrence French 

Right after TOY STORY de¬ 
buted in 1995, there was almost 
immediately talk of a sequel to 
the first-ever CGI feature, but 
the creative staff at Pixar resist¬ 
ed the idea. “It was the last 
thing we wanted to do," ex¬ 
plained Lee Unkrich, the editor 
on TOY STORY, who served as 
one of three co-directors on 
TOY STORY 2, (along with 
Ash Brannon and John Las- 
seter). “We felt there were other 
stories to tell so why make a 
movie with the same characters 
when there’s a whole uncharted 
territory of other stories and 
new characters. But we saw the 
big impact TOY STORY has 
had on the culture. It’s really 
lasted and we finally realized 
we had a great thing on our 
hands. We had all these great 
characters the world had em¬ 
braced, and wc thought it would 
be sad if they only got to live in 
one 90-minute movie. So after 
some time had gone by, we 
said, ‘We enjoyed creating 
these characters. We really 
liked them. Why not try and 
give them a great adventure that 
would be a worthy follow-up to 
TOY STORY?*” 

Initially, when the sequel 
went into pre-production three 
years ago, the plan was to make 
it as a less expensive, direet-to- 
video title, using many of the 
same computer models and sets 
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that had already been created 
for TOY STORY. That would 
allow it be to completed in two 
years, and premiere in video 
stores for the 1998 holiday sea¬ 
son. And because John Lasseter 
was already heavily involved in 
A BUG’S LIFE, Ash Brannon, 
(a supervising animator on TOY 
STORY), was promoted to di¬ 
rector. Ralph Guggenheim re¬ 
turned as producer. The idea 
was “to make a sequel that 
would be measured by a gentler 
yardstick,” explained Pixar 
chairman Steve Jobs. “Most of 
the team that created TOY STO¬ 
RY was already working on A 
BUG’S LIFE, and even with a 
handful of TOY STORY veter¬ 
ans in key positions, wc thought 
it would be almost impossible 
to recruit a second crew as tal¬ 
ented as the original TOY STO¬ 

RY team.” 
However it soon became ap¬ 

parent that the storyline created 
by John Lasseter, Pete Docter, 
Ash Brannon and Andrew Stan¬ 
ton was so strong it didn't make 
much sense to rush the project 
out in two years. “We always 
felt the story had the potential to 
be just as good as the original," 
said Lasseter, “but, at the time, 
all of Disney’s animated sequels 
[with the exception of THE 
RESCUERS DOWN UNDER], 
had been made as direct to 
video titles. So the marketplace 
determined that decision, and 
also the schedule, because I 
wanted to direct this after A 
BUG’S LIFE, but if we waited 
until A BUG’S LIFE was fin¬ 
ished, before we started devel¬ 
oping ideas for TOY STORY 2, 
it wouldn't come out for three 

or four years and the franchise 
would be cold. So [Disney] de¬ 
cided to do it as a direct-to- 
video title, that we could do in 
parallel with A BUG’S LIFE. I 
was still going to be heavily in¬ 
volved as executive producer 
and we brought in Ash Brannon 
as director. But we were going 
to be making it ourselves. It 
wasn't going to be produced 
overseas, and when everybody, 
including the actors, started to 
see how the story was coming 
out, they all said, ‘Let’s make it 
a theatrical release.’” 

In fact, Tim Allen, who re¬ 
turns to voice Buzz Lightycar, 
claims to have been instrumen¬ 
tal in convincing Disney execu¬ 
tives to make the switch to a 
theatrical release. Ironically, the 
switch meant Allen would have 
to eventually return and re-do 
much of his voice recording (as 
did most of the other actors), 
when the story was re-vamped 
halfway through the production. 

Around June of 1997, as ini¬ 
tial animation was getting un¬ 
derway, Colin Brady (an anima¬ 
tor on TOY STORY), came on 
as a co-director. At the same 
time, longtime Pixar employee 
Ralph Guggenheim felt the 
need to make a change, and left 
as producer. “I left because I 
was interested in pursuing other 
areas, like entertainment on the 
Internet,” explained Guggen¬ 
heim. “I’d been at Pixar for 11 
years and felt I was ready for a 

Woody in the hands of toy collector Big Al. Pixar tackled realistic human forms 
In CGI and beefed-up the dramatics to appeal to an adult audience as well. 



Woody (Tom Hanks) gets a new gal pal, Jesse, the cowgirl (Joan Cusack). 

movie screens instead. 
change, Helene Plotkin and 
Karen Robert Jackson, [the pro¬ 
duction manager on TOY STO¬ 
RY), took over and 1 hear 
they’re doing a wonderful job.” 
Then, a few months later, when 
the decision to switch to a the¬ 
atrical release became official, 
more changes were made. "In¬ 
stead of scaling down the bud¬ 
get, now we could make it look 
as good as possible,” exclaimed 
Lasseter. “So we started re¬ 
vamping the story. The biggest 
production change was switch¬ 
ing aspect ratios, because it was 
being produced in the video as¬ 
pect ration of 1.33 to 1, and now 
we had to rework everything for 
a theatrical aspect ratio of 1.85 
to 1. Then, when I finished A 
BUG’S LIFE. I stepped in to 
help as director, and brought 
with me Lee Unkrich, as a co¬ 
director. because we had an aw¬ 
ful lot of work to do to get the 
film out before Thanksgiving. 
These movies are so complex 
and there’s so much work to do, 
it really helps to be able to dele¬ 
gate and have more than one di¬ 
rector.” 

In the interim, co-director 
Colin Brady left the production, 
and when A BUG’S LIFE 
wrapped, many of the key cre¬ 
ative people who had been 
working on that film were now 
free to re-join Lasseter on TOY 
STORY 2, including art director 
Bill Cone, director of photogra¬ 
phy Sharon Calahan, and An¬ 

drew' Stanton, who did a revi¬ 
sion of the screenplay. By the 
time Lasseter and his new team 
came on to bolster the produc¬ 
tion, it was already January of 
1999, leaving them less than a 
year to meet the release dead¬ 
line. "When we joined the pro¬ 
duction, very little animation 
had been done," noted Unkrich, 
“but all the character models 
and settings had been designed 
and were ready to go. so that’s 
really when we started to ani¬ 
mate and make the film.” Las¬ 
seter added that, “it was always 
part of the plan to have a stag¬ 
gered production, once it was 
decided to make it a theatrical 
release. We knew a big part of 
the production would happen 
after we finished A BUG’S 
LIFE. Then, we had some story 
revisions that put us a little bit 
further behind, but that always 
happens, because we’re always 
tweaking the story until the very 
last minute. It’s very exciting, 
because everyone is pulling to¬ 
gether and putting in long 
hours. Everyone really believes 
in the project.” 

No doubt a big reason for the 
high morale on the project was 
the depth of emotion the anima¬ 
tors could express with their 
characters. After all, it isn’t 
every G-rated animated film 
where a character (Woody) 
comes face to face with his own 
mortality and another (Jesse), 
faces the traumatic loss of her 

CO-DIRECTOR JOHN LASSETER 

“Woody has a choice: he can be a collectable 
and live forever, but he’ll never be played 

with again. It’s like a human getting a chance 
to live forever, but never being loved again.” 

purpose in life. It sounds more 
like the stuff of Bergman and 
Antonioni. 

"The story deals with some 
pretty deep emotions,” re¬ 
marked Lasseter. “What Woody 
goes through is getting caught 
up with this idea of being a col¬ 
lectable toy, and losing sight of 
what it means to be a toy that’s 
played with. And this time it’s 
Buzz who has to come to him 
and say, ‘You’re a toy, you’re 
not a collectable, you’re a 
child’s plaything!’ In the begin¬ 
ning, Woody’s arm gets ripped, 
and he gets worried about tear¬ 
ing more, because he thinks 
Andy won’t ever play with him 
again. This really becomes a 
deep fear for him, and that’s the 
underlying theme of the movie. 
By being valuable as a collec¬ 
table, he’s given the opportunity 
to live forever. Therefore, being 
afraid of dying. Woody has a 
choice: he can be restored and 
sit in a glass case and live forev¬ 
er, but he’ll never be played 
with again. It’s like a human 
getting a chance to live forever, 
but never being loved again. It’s 
a really heavy choice for Woody 
to make.” 

“It’s something that the kids 
won’t necessarily get,” ob¬ 
served Lasseter, “but the adults 
will, and that’s one of the things 
we strive to do in our movies, to 
put layers in there for adults, as 
well as for kids. It’s that heart 
and pathos and deeper meaning 
that takes these movies to an¬ 
other level. So adults can go 
and find it to be entertaining 
and enjoyable for 90 minutes, 
as well as kids of alt ages. 
That’s really the goal.” 

Another challenge was how 
to make the movie more than 
just a replay of ideas from the 
first film. "As an audience 
member, I wouldn't buy the 
characters going through the 
same kinds of issues we dealt 
with in the first film,” admitted 
Lasseter. “They’ve been there 
and done that, and you want the 

characters to be intelligent, so 
they don’t keep doing the same 
old thing. So we looked at this 
notion of toys being alive and 
found other aspects of that to 
pursue. We thought, what if 
Woody was a valuable toy and 
was collected,’ and the next 
thing you know, we were off in 
a whole new adventure, that is 
very believable and interest¬ 
ing.” 

With the main group of char¬ 
acters already familiar from the 
first movie, it freed-up the Pixar 
story team to concentrate on de¬ 
veloping several interesting 
new characters, including 
Bullseyc, Woody’s horse; Jesse, 
the cowgirl; and Stinky Pete, 
the prospecter. 

Of course, no matter how 
well done it is, being a sequel 
means that inevitably some peo¬ 
ple will be unhappy with the 
movie in comparison to the first 
film. “There’s nothing we can 
do about that,” noted Unkrich. 
“We just want to make the best 
movie we can make, and feel 
fortunate that so far, after 
putting so much of ourselves in¬ 
to these films time-wise, and 
emotionally, we’ve gotten to en¬ 
joy the fruits of our labors.” □ 

TOY STORY and BUG'S LIFE director 
John Lasseter, who stepped In to co¬ 
direct when the project got revamped. 

57 



Director Spike Jonze and scripter Charles 
By Dan Persons 

Produced under the aegis of 
Gramercy Films and then 
passed on to USA Films as a re¬ 
sult of Barry Diller’s purchase 
of the studio, BEING JOHN 
MALKOVICH should consid¬ 
erably amuse anyone seeking 
off-beat entertainment. Scripter 
Charlie Kaufman previously 
logged work for such obscure 
but cult-worthy TV shows as 
THE DANA CARVEY SHOW. 
GET A LIFE and NED AND 
STACEY. “The initial thing that 
I was writing about was this 
married man who falls in love 
with somebody who’s not his 
wife,” said Kaufman. “It’s a 

grounded, real problem that exists in the 
world, so maybe that helps give the movie 
the sense of reality it has.” 

What Kaufman eventually came up with 
was far from grounded: a tale of Craig 
Schwartz (John Cusack), a talented (if 
somewhat self-obsessed) puppeteer, who 
condescends to take a day job in a bizarre 
office building and stumbles upon a door¬ 
way that allows anyone entering to spend 
fifteen minutes in the mind of renowned ac¬ 
tor John Malkovich (John Malkovich, 
natch). Abetted by office-male—and unre¬ 
quited love—Maxine (Catherine Keener), 
who almost instantaneously finds a way to 
capitalize on the situation by offering time- 
shares in the Malkovich noggin to those 
hungry for a taste of star-power, and his 
wife, Lotte (Cameron Diaz), who begins to 
question her given gender and to lust for 
Maxine after one trip through the magic 

Catherine Keener and co-worker John Cusack meet on the 7 1/2 floor. Left: 
Jonze and cinematographer Lance Acord film Inside a set of Malkovlcfi's body. 

doorway, Craig begins a bizarre adventure 
that sees him warring for possession of the 
Malkovich soul, all the while laying plans 
to fulfill his own goal: to become the most 
famous puppeteer in the world. 

Written five years ago. Kaufman’s script 
became something of a legend in Holly¬ 
wood—garnering enthusiastic praise for its 
wicked humor and dizzying plot-twists, and 
simultaneously amassing notoriety as a sto¬ 
ry so bizarre that it was essentially un- 
filmable. That notoriety held, until REM 
frontman Michael Stipe and music video di¬ 
rector Spike Jonze came to the rescue. Not¬ 
ed Jonze, “I'd never heard of the script’s 
reputation [as being unfilmablc.J so I never 
even thought of it like that. I just thought of 
it as really smart, funny writing.” 

With Stipe and Stern co-producing and 
Jonze directing, there remained one major 
question: would Malkovich be wilting not 
only to participate in a project that satirized 
his high-profile reputation, but participate 
under a director whose career to that point 
consisted of a raft of we 11-received videos 
and commercials for the likes of REM, The 
Bcasty Boys, Sprite, and Nike? 

Said Jonze, "We tried to come up with 
names. Charlie and I, every now and then 
when we were waiting to see whether he’d 
do it or not, we would start getting de¬ 
pressed thinking, ‘What if John Malkovich 
doesn’t want to do it?’ We tried to make a 
list, wrote down fifty names, and none of 
them really excited us. So we just talked 
ourselves back into it: ‘ Y'know what? He'll 

do it.’ We just went on believ¬ 
ing he would do it, somehow.” 

“Spike was the single-man 
mission who flew to France and 
convinced John that, as a first- 
time director, he could deliver," 
said Stipe. “It took balls of steel 
for [Malkovich] to accept this 
role, particularly at the hands of 
a first-time director. He’s a bril¬ 
liant actor. He’s in this movie, 
sending himself up. I don’t 
know that there’s a precedent 
for this in terms of someone 
playing himself and doing him¬ 
self so viciously and so arro¬ 
gantly. His performance is so 
unafraid and audacious." 

All in a day’s work, accord¬ 
ing to Malkovich himself: “I do 
have a fairly thick skin. I didn’t 

really think that much about making fun of 
me, because I sort of felt it could be any¬ 
body. I mean, it made fun of me very well, 
but I'm sure [Kaufman] could do that to a 
lot of people. I really responded to the script 
as a whole. I just thought it was a great 
piece of writing. Most scripts are so hack¬ 
neyed and so sort of cobbled together; they 
don’t express a personal vision. It didn’t re¬ 
ally have holes. You were expecting on 
every page that it’d have to fall apart even¬ 
tually, and it never did.” 

While Kaufman grounded his story in 
the believable milieu of New York City, he 
threw both cast and crew a curve when he 
placed the location of Schwartz’s down- 
scale job on the 7 1/2 floor of the fictitious 
Meitin-Flcmmer building. Built—accord¬ 
ing to a weird, stagey orientation video that 
Schwartz views on his first day of work— 
as an industrialist’s love-offering to his 
“small-person” wife (a legend that the 
script, further muddying the waters, then 
suggests is apocryphal), the 7 1/2 floor con¬ 
tains all the appointments to be found in 
any modern office building, but at a com¬ 
pact ceiling height of five feet, three inches. 
And while the film’s fictional characters 
had very little trouble adjusting to the con¬ 
straints of their workplace, the real-life par¬ 
ticipants found the whole situation a more 
daunting challenge. 

"The first day, I just laughed the whole 
time,” admitted Mary Kay Place, who plays 
off-kilter receptionist Floris. "Then I started 
sitting down a lot. It was funny how each 
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Kaufman on filming their off-kilter fantasy. 

(‘It took balls of steel for Mal- 
kovich to accept this role,” said 
producer Stipe. “He’s doing him¬ 
self so viciously and arrogantly. 
[He’s] unafraid and audacious.” 

Jonze (I) rehearses on-set with Malkovich, who agreed to the send-up after 
reading Kaufman's bizarre script, which Hollywood had pegged as unfilmable. 

person would assume a very 
specific posture; everybody 
makes unique adjustments for 
the height. You saw all these 
variations in body language and 
posture. The poor crew, they 
were there all the time, and it 
was difficult for them.'* 

Added Orson Bean, who 
plays Schwartz’s mysterious 
boss. Dr. Lester, "They had a 
chiropractor there. They needed 
it. He was there on the set, off to 
the side with a table, giving ad¬ 
justments to the guys who were 
lifting the heavy lighting equip¬ 
ment.” 

There’s no documentation 
that either Keener or Diaz 
availed themselves of the chiro¬ 
practor’s services, although by 
the end of the shoot they proba¬ 
bly would have appreciated the 
favor. Although far from a 
Schwarzenegger slam-fest, the 
film did offer up considerable 
stunt-work in a bizarre se¬ 
quence in which Lotte chases 
Maxine through Malkovich's 
subconscious. According to 
Keener, both actresses were up 
for the challenge: "We wanted 
to [do the stunts]. We really did¬ 
n't have to, but we wanted to. We really 
volunteered. We did a lot more, actually, 
than is in the movie; we shot for about a 
week and a half. We had two amazing stunt 
women who did the big, splat, cartoon falls. 
But we did a lot of our stuff.” 

Added Diaz, "We were standing on the 
roof of a bus, driving around, going 35 
miles an hour. We were jumping down 
head-first through a hole in the roof with 
kids in the seats, running down a ways, 
falling out of the bus while the bus is mov¬ 
ing and our heads are this close to the street. 
It was so much fun. Every day, you go to 
work, and it's something you've never done 
before.” 

She wasn't kidding. When Diaz wasn't 
chasing Keener through the murky depths 
of Malkovich's fears and anxieties, she was 
obligated to get cozy with animal-loving 
Lotte’s diverse range of housepets. 
Nowhere did the experience get more close 
and personal than in the scene where a jeal¬ 
ousy-crazed Craig imprisons his bound and 

gagged wife in a steel cage with a chim¬ 
panzee. “My scenes with the chimps were 
some of the most cherished experiences of 
my life,” said Diaz. "They're unbelievable. 
They’re us. They’re just better. I spent a lot 
of time with them sort of bonding and play¬ 
ing in the trees." 

As for the hazards of working with the 
purportedly mercurial Malkovich, Jonze 
held that the reality came nowhere close to 
the legend. "He was super-easy for every¬ 
body to get along with on the set. He made 
everybody feel comfortable. The first day 
he showed up on the set, we'd already been 
shooting for five weeks, and everyone on 
the set felt busted, like, ’Oh my God, he’s 
really here!’ We were making the movie, 
talking about, "Malkovich! Malkovich! 
Malkovich!’ and then all of a sudden, he's 
there! But he so quickly got into making 
fun of himself, he made the cast and crew 
feel comfortable with playing with the idea 
of Malkovich." 

And now it’s the audience’s turn to play 

with the idea of ordinary people 
playing with the mind, body, 
and very essence of John 
Malkovich. But, cautions 
Cameron Diaz, audiences 
should take the evidence of their 
eyes with a very large grain of 
salt: “This movie is not John 
Malkovich. Obviously, the 
things you see him doing are the 
things that everyone does. 
We've all had the breakfast cof¬ 
fee, we've all eaten the same 
dry toast. John Malkovich is 
playing a character called John 
Malkovich. obviously an actor.” 

Added Keener, “I think that 
people do think it's a depiction 
of John Malkovich. But that’s 
great. That’s John. This movie 
is so about John making fun of 
himself, and whether you know 
that he’s doing that or not is ir¬ 
relevant. He doesn't care.” 

The producers, of course, 
will definitely care how the 
public embraces BEING 
JOHN MALKOVICH. For 
Stipe, the film has all the ele¬ 
ments he feels have too often 
been lacking from more com¬ 
mercial productions. "In mu¬ 
sic, in books, in film, in every¬ 

thing that comes to me as a fan. I like stuff 
that I can dance to and not think about, 
and wash the dishes to. 1 also like stuff 
that has something going on underneath, 
that you can lock into if you so wish to 
think more about it. This film is very fun¬ 
ny. It’s a very easy watch, if you just want 
to laugh and go along for the ride. There’s 
also a lot to think about underneath, and 
that’s definitely what appealed about the 
script. Spike, to his credit, really played it 
down. None of it is didactic or in your 
face. It’s very subtle." 

"When [Cameron and I| got cast," ad¬ 
mitted Keener, "we would call each other 
every time there was a new discovery. We’d 
have another revelation: ‘Oh, and this...!’” 

"And we’re still calling each other,” 
added Diaz. "After completion, we’re still 
calling each other, going, ‘And you know..,? 
Did you see that? Did you get that?’ It’s in¬ 
credible. It’s like what they were saying: 
‘There’s only 14 original scripts in Holly¬ 
wood, and this is the 15th. *” □ 
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By Presley Reese 
Philadelphia-based writer-director M. 

Night Shyamalan (pronounced Shu-mah- 
lahn) sold his spec script for THE SIXTH 
SENSE in just a single day, a rarity in Hol¬ 
lywood, according to producer Barry 
Mendel. “Having known Night [Shya- 
nialanj for many years, 1 was in the unique 
position of being able to read the script be¬ 
fore anyone else in town," said Mendel, 
whose debut film was RUSHMORE. 
Mendel personally took the screenplay to 
David Vogel, then-president of Buena Vista 
Motion Picture Group. “David dropped 
everything he was doing that Monday 
morning," said Mendel. "He canceled meet¬ 
ings in order to read the script and, upon 
finishing it, he was on board." 

Veteran producers Frank Marshall and 
Kathleen Kennedy were the next production 
entity to respond with interest in the script. 
“It’s unusual to get a spec script that is so 
well written,” said Marshall. “Night referred 
to it as ORDINARY PEOPLE meets THE 
EXORCIST.” 

Shyamalan said his aim in making the 
film was to capture the sense of horror of 
films “like ROSEMARY’S BABY. RE¬ 
PULSION and THE OMEN. It’s reality- 
based fright. It comes from the 
fears of real people, real chil¬ 
dren and real adults; fears of 
loss, the unknown, of having a 
sixth sense about what lies be¬ 
yond and fears of not under¬ 
standing those intuitions. 

Shyamalan’s film shows a 
surprisingly assured hand for 
one who is only 28 years-old. 
“Cinematically speaking,” not¬ 
ed Marshall, “he has an uncan¬ 
ny knack for knowing what 
works, whether it’s the angle of 
a particular shot, the look of a 
particular set, the creation of 
dramatic tension, or knowing 
which actors have what it takes 

“I see dead people," troubled child Cole Sear 
(Harley Joel Osment) tells Dr. Crowe (Bruce Willis). 

ure out what’s happening around him. You 
watch and hope that he’ll be redeemed. It's a 
fascinating performance, filled with subtle 
humor and pathos,..definitely some of his 
best work as an actor." 

Quipped Willis, in his trademark wise- 
cracking manner, “Night is a very disturbed 
individual. Seriously though, he assigns a 
lot of meaning and mysticism to the fact 
that he simply wrote a really brilliant script. 
There have only been three scripts that I 
have ever read in my career that I immedi¬ 
ately knew I wanted to do, and THE SIXTH 
SENSE was one of those three. It has a real 
balance of dark and light moments and a 
great balance of normal and paranormal 
events in these characters’ lives. 

“Honestly,” added Willis, “I think Night 
would have gotten any number of leading 
men to respond to this script the way 1 did, 
yet I feel very fortunate that I was the one 
asked to be included in the cast...a cast that 
not only includes two very talented actress¬ 

es, Olivia Williams and Toni 
Collette, but also includes Haley 
Joel Osment, the most amazing 
child actor I've ever seen. I rank 
this kid up there with the best 
adult actors I’ve worked with 
over the years. He is immensely 
talented and smart and is com¬ 
pletely unaffected by his talent. 
W.C. Fields would be eating his 
words if he met Haley. Plus, 
he’s a pretty good little golfer.” 
Willis is not alone in his praise 
for Osment. "Talk to anyone as¬ 
sociated with the making of this 
film and they will tell you the 
same thing; Haley Joel Osment 
is a one-of-a-kind find, an II- 

to bring his characters to life. It was amaz¬ 
ing and exciting to work with a young man 
who is so sure of himself and so confident 
with the material. I think Night had his own 
sixth sense about this project and ail of us 
trusted it implicitly.” 

Noted Shyamalan, “I wanted to shoot in 
Philadelphia, not just because it’s my home¬ 
town and I live there, but because there is 
no other American city that possesses the 
haunting beauty and history that Philly pos¬ 
sesses. 

“Sometimes in your life, you just know 
what’s right,” added Shyamalan. “There¬ 
fore, you can’t compromise the situation. I 
got who I wanted and it’s all up there on the 
screen. THE SIXTH SENSE is the best ex¬ 
ample of collaboration without compromise 
I’ve ever experienced.” 

Shyamalan cast Bruce Willis against type 
as psychologist Malcolm Crowe because he 
saw an Everyman quality in Willis that was 
evident in his performances in such films as 
PULP FICTION. IN COUNTRY and NO¬ 
BODY’S FOOL. “Bruce’s performance is so 
poignant in this film,” said Shyamalan. 
"There were times when we were shooting 
when I would look through the lens or at the 
monitor and I didn't even recognize him. As 
Malcolm, you can see him struggling to fig¬ 

ihyamalan, writer and director of the landmark chiller, shooting In Philadelphia. 

IN 1XTH 

Director M. Night Shyamalan 
on his horror masterwork. 



Noted Shyamalan of Willis, “It's a fascinating 
performance, some of his best work as an actor." 

year-old as intelligent and seasoned as any 
Hollywood acting veteran,” Willis said. 

Added Shyamalan, “I’ve worked with 
kids before. We had strong child actors in 
WIDE AWAKE, for example. The role of 
Cole, however, was uniquely complex. It 
was even more important to find the right 
actor. “I had seen kids from New York and 
Philadelphia and was getting tapes from all 
over the country. I was physically and men¬ 
tally exhausted from the search, but eventu¬ 
ally I went to Los Angeles to look, al¬ 
though, in the back of my mind, I kept 
thinking that was going to be a waste of 
time. Then Haley came in, wearing a little 
Oxford shirt and he struck me as a cute, 
sweet little kid. 

“I just leaned back and Haley started the 
scene and it was like I had never heard the 
scene before,” Shyamalan said. “All of a 
sudden, every word was perfect. He finished 
the scene and was crying, and I was crying 
and all I could say was, ‘Who are you? 
Where did you come from?’ Haley started 
laughing as he wiped the tears away. Then 
he did two more scenes for me and he per¬ 
formed every line, every scene just as I 
wrote it in my head. He completely blew me 
out of the water! 

“I then went back to New York and told 
the casting director that 1 don’t want to 
make the film without Haley,” the director 
said. “It was the weirdest thing that ever 
came out of my mouth but I was being hon¬ 
est. I meant it. Then we brought Haley in to 
read for Frank Marshall and Kathleen 
Kennedy who have done their share of 
movies with kids. By the time Haley fin¬ 
ished the scene, everyone was crying 
again, and we all agreed that the search was 
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Breeding ground for nightmares, 
childhood is a fertile feast of fear. 

By Thomas 
Doherty 

During a summer of 
synergistic corporate 
hype (THE PHANTOM 
MENACE), Virgin trans- 
Atlantic hype (AUSTIN 
POWERS), dead auteur 
hype (EYES WIDE 
SHUT), and Internet gen¬ 
erated hype (THE BLAIR 
WITCH PROJECT), 
THE SIXTH SENSE was 
that rare creature: an au¬ 
thentic sleeper, a word- 
of-mouth wonder and 
out-of-nowhere gem dis¬ 
covered by audiences, 
overlooked by critics, and 
written off by the pre¬ 
publicity geniuses at Dis¬ 
ney. Low key, atmospher¬ 
ic, utterly mesmerizing, it blew away the 
bloated competition on the strength of an 
instantly iconic performance and mind- 
trapping plot. Among a glut of assembly 
line dreck forgotten by the time you located 
your car in the parking lot, THE SIXTH 
SENSE stuck around and left enough of a 
residual chill to, well, make the hair stand 
up on the back of your neck. 

The opening sequence wastes no time in 
lunging for the throat. In the antiques-laden 
home of upscale child psychologist Mal¬ 
colm Crowe (Bruce Willis), his adoring 
wife (Olivia Williams) retrieves a bottle of 
wine from the basement, shaking off a sud¬ 
den case of the creeps in the dank interior. A 
bit tipsy, the happy couple prepares for a 
tussle in the sack, but an uninvited guest has 
broken into the bathroom, a deranged for¬ 
mer patient (a lacerating cameo appearance 
from a skeletal Donnie Wahlberg), torment¬ 
ed by visions that the doctor did not cure. 
After unveiling a look into his tortured psy¬ 
che, he shoots Malcolm before turning the 
handgun to his temple. 

The next fall, the physically recovered 
but spiritually shattered doctor watches as a 
small boy, with the too symbolic name of 

Cole Sear (Haley Joel Os- 
ment), exits a doorway, a 
patient he needs as much 
as the patient needs him. 
Perhaps by ministering to 
a lonely, disturbed boy 
with symptoms similar to 
the suicide victim he 
failed, Malcolm can re¬ 
pent for his earlier misdi¬ 
agnosis. The plot will piv¬ 
ot around the doctor’s 
probing questions, the 
boy’s terrible secret, and 
the mutual desire each has 
to confide in each other. 
Cole is a hard case, af¬ 
flicted with morbid vi¬ 
sions: a bloody teenager, 
a vomiting girl, a cadav¬ 
erous grandmother. “I see 
dead people,” he finally 
confesses to the shrink in 

a tagline that will go down in Hollywood 
history. 

Being the original breeding ground for 
nightmares, childhood is fertile territory for 
the horror film, a place where fears of the 
unknown and knowledge of the known first 
rattle around in the psyche. THE SIXTH 
SENSE will be added to a select list of hor¬ 
ror classics fueled by the terrible isolation 
and confusions of childhood, films like 
THE NIGHT OF THE HUNTER (1955) 
and THE SHINING (1980), a tradition not 
to be confused with THE BAD SEED 
(1955) or THE OMEN (1976) where the 
child is the incarnation of horror for adults. 
For Cole, apparitions under the bed are only 
half of it: his outcast state as he walks to 
school, sits alone at his desk, or attempts to 
mix at a birthday party are at least as scary 
as the huddled corpses he encounters in his 
bedroom. 

Not since David Lynch’s ERASER- 
HEAD has Philadelphia looked so nether- 
worldly, a city steeped in the murky past, 
where colonial corpses haunt the court¬ 
house and hang from the school corridors. 
Orchestrating the gentle atmospherics of 
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Osment, an 11-year-old acting 
sensation who "completely blew me 
out of the water," said Shyamalan. 
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horror, where the room tem¬ 
perature plummets and 
breathe condenses, director 
M. Night Shyamalan seeks 
to induce a continuous low- 
intensity shiver, not to make 
your eyes bug out in wonder 
or even to make you scream 
in fright. Eschewing slick 
montage or CGI razzmatazz, 
he favors the matter of fact 
intrusion of spectral horror 
into the film frame: kitchen 
cabinets thrust open, a shad¬ 
owy figure cutting in from 
the side of the screen, an arm 
reaching out from beneath a 
bed. Likewise, Tak Fujimo- 
to’s roving, inquiring cine¬ 
matography—so hypnotic in 
THE SILENCE OF THE 
LAMBS—eerily expresses 
the hallucinatory, foreboding 
quality of Cole’s eye on his 
supernatural reality. 

At the second act curtain, 
Malcolm tells Cole to con¬ 
front his demons. Perform¬ 
ing an act of courage worthy 
of the toy warriors the boy 
collects to protect himself, 
he attends the funeral of a 
deceased girl who needs to 
testify from beyond the 
grave. In a film trafficking in 
the supernatural, the creepiest 
moment exposes a terrible act 
of real horror recorded on a 
videocamera. 

Of course, the fact that 11- 
ycar-old Haley Joel Osment de¬ 
livers the most thrilling perfor¬ 
mance of the summer is the 
chief talking point in the terrific 
word-of-mouth generated by 
THE SIXTH SENSE. Intense 
but not melodramatic, still a 
child despite his adult knowl¬ 
edge, Osment registers the inte¬ 
rior life of a young boy who is 
scared witless but smart enough 
to know he is not crazy, yet. 
Surely also much of the delight 
derived from Osment’s tour de 
force is how magnificent it 
looks against the summer’s oth¬ 
er big kid-centered narrative, 
THE PHANTOM MENACE, 
where the stiff Jake Lloyd so 
palpably failed to deliver the 
goods on screen. 

In Bruce Willis, Osment is 
well met. Due to his cocky, 
smirking persona in MOON¬ 
LIGHTING, Willis has been 
much maligned throughout his 
acting career. Since converting 

4 4 Childhood is fertile 
territory for the horror 
film, where fears of the 
unknown and knowlege 
of the known first rattle 
around the psyche—it 

breeds nightmares. 31 

Osment as Cole, confronting his demons by 
performing an act of courage worthy of the 
toy warriors he collects to protect himself. 

nonbelievers with his role as the 
noble fighter in PULP FIC¬ 
TION, Willis has honed a can¬ 
nier, more mature presence, mi¬ 
nus the glib self-satisfaction. 
Osment is getting a lot of well- 
deserved praise, but Willis' con¬ 
cern for the boy, his pain at his 
failure as a doctor, and his an¬ 
guish at his failing marriage 
may be the true emotional cen¬ 
ter of the film. 

As Cole’s caring mother, Toni 
Collette is in her own way as tor¬ 
mented as her son. Beset with a 
child who is either very talented 
or beyond the pale, she is an 
aching portrait of maternal 
warmth, bewilderment, and fear. 
For once, too, the interior of the 
family’s working-class house ac¬ 
tually fits the economic class. In 
a Hollywood screen world where 
every child seems to live in 
Spielbcrgian splendor, the home 
reflects the economic means of a 
working Mom juggling three 
jobs. Of course, Cole’s real father 
is absent, allowing Malcolm’s 
paternal intervention to complete 
the nuclear triad. 

Where most horror in the 

1990s has been cynical and 
nihilistic, THE SIXTH 
SENSE is deeply humanist, 
unabashedly sentimental, 
and openly romantic—in the 
need to cure the sick and to 
comfort the living, in the 
loving care of the surrogate 
father and the real mother, in 
acknowledging the presence 
of the dead in the lives of the 
living. Ultimately, Cole is 
not cured of the gift that he 
thinks makes him a “freak;” 
he has learned to manage it 
and use it for good. He will 
neither be driven to madness 
like the first boy, nor will he 
exploit the gift to hurt others 
(despite succumbing once, 
when he dredges up the hu¬ 
miliating past of a teacher 
who taunts him). 

Interestingly, the two most 
exciting films of the sum¬ 
mer of 1999—THE BLAIR 
WITCH PROJECT and THE 
SIXTH SENSE—are both 
horror films, and whatever 
your personal ranking of first 
and second place, both are 
true originals that confirm 
the adage that stars and FX 
are no substitute for charac¬ 
ters and plot (for further con¬ 
firmation, see THE HAUNT¬ 
ING). Like BLAIR WITCH, 

THE SIXTH SENSE is sugges¬ 
tive and atmospheric, burrowing 
into the space between the ears. 

Though at this late date most 
viewers will have already dis¬ 
covered the end-reel hand-to- 
the-forehead revelation, it would 
still be a criminal offense to pull 
back the curtain. Let's just say 
that it is a twist worthy of 
O’Henry or, more likely, Am¬ 
brose Bierce. Unlike so many 
plot twists, though, this isn’t an 
unfair ambush. You’re not 
tricked; your eyes are opened to 
a fact that in retrospect makes 
perfect sense. The sleight of 
hand magic act that Malcolm 
performs for Cole earlier in the 
film is a metaphor for the pres¬ 
tidigitation of the director/ 
screenwriter M. Night Shya¬ 
malan. He keeps us looking at 
one hand while the other is 
pulling the wool over our eyes. It 
is a measure of the excellence of 
THE SIXTH SENSE that the re¬ 
sponse from audiences is not re¬ 
sentment at being fooled, but 
wonder and appreciation at be¬ 
ing able to experience this 
unique and magical film. 

SIXTH SENSE 
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over. It’s done. Haley is Cole.” 
“When Haley came in he 

claimed the part as his own." 
said producer Frank Marshall. 
“It was the same feeling Kathy 
and I had on E.T. and a couple 
of other movies that we’ve 
done. Haley went on to prove 
himself during production. He 
was always very serious about 
the work. He did his homework 
and understood the lines and 
the character and the relation¬ 
ships. He doesn’t just say the 
lines, he looks people in the eye 
and he understands everything 
he is saying, so you believe him. 
You believe that he is haunted 
and disturbed and suffering." 

Noted Shyamalan, “In all 
great movies there is some ele¬ 
ment of magic. When I say 
‘magic’ 1 mean something that 
goes way beyond what’s on the 
page...something you couldn't 
recreate if you tried. Haley is 
that ’magic’ of THE SIXTH 
SENSE.” 
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Volume 1 Number 4 
WOLF, a contemporary 

reworking of classical 
werewolf mythology. Also 
features THE MASK. ED 
WOOD, and TVs LOIS 
AND CLARK. $8.00 

IMAGI MOVIES 
Volume 2 Number 1 
NIGHTMARE ON 

ELMSTREET VII. Also. 
Disney villains, MST-3K: 
THE MOVIE, and our 1st 
annual *50 Most Powerful 
People in So-Fi ‘ $8.00 

MAGI MOVIES 
Volume 2 Number 4 
Fam Asia1 Ultraman. 

the American version plus 
a retrospective on the 
original Also. TALES 
FROM THE HOOD 

$8 00 

Volume 11 Number 3 
CONAN THE 

BARBARIAN Also, a 
preview of Rick Baker 's 
makeup for AMERCAN 
WEREWOLF IN 
LONDON and the filming 
of WOLFEN. $8.00 

Volume IT Number 1 
LITTLE SHOP OF 

HORRORS, from Roger 
Cor man's ‘60s B-film to 
Frank Oz's tug-budget 
blockbuster Interviews 
with Roger Corman and 
others $8-00 

Volume 13 Number S 
Wall Disney's 

SOMETHING WJCKEO 
THIS WAY COMES Also. 
SPACEHUNTER in 3-D. 
a preview of Disney's 
THE BLACK CAULDRON 
and more $8.00 

Volume 11 Number 2 
ALTERED STATES 

Also, Pierre Spongier on 
SUPERMAN II, David 
Allen on the stop-motion 
effects for CAVEMAN, 
and HEAVY METAL 
preproduction $10.00 

Volume 15 Number 3 
Tobe Hooper's 

UFEFORCE. Also, an 
examination of 
NIGHTMARE ON ELM 
STREET and James 
Cameron's THE TERMIN¬ 
ATOR $8.00 

Volume 9 Number 3-4 
THE BLACK HOLE, 

featunng interviews with 
Over 20 Disney adore, 
artists and engineers. 
Also, a biography of 
production designer Peter 
EUenshaw $14.00 

Volume 12 Number 1 
GHOST STORY, 

including interviews with 
director, screenwriter and 
visual effects supervisor. 
Also, the ghastly 
apparitions of Makeup 
artist Dick Smith. $8.00 

Volume 15 Number 4 
RETURN OF THE 

LIVING DEAD, an 
unofficial sequel to 
Romero's tamed cult 
classics. Also, an in¬ 
sightful retrospect on past 
zombie films. $8.00 

Volume 16 Number 1 
PSYCHO III: Anthony 

Perkins on directing this 
sequel, and his career 
since the onginal. Also, 
Terry Gilliam's fight with 
Universal over BRAZIL 
$8.00 

Volume 31 Number 5 
XENA 

XENA WARRIOR 
PRINCESS. The sword & 
sorcery amazon rules. 
Behind the scenes with 
the XENA creator, star & 
crew $8.00 

Volume 13 Number 6/ 
Volume 14 Number 1 
The 3-D explosion ol 

1983 Includes 
SPACEHUNTER. JAWS 
3-0, METALSTORM and 
a detailed analysis of 3- 
D’s history. $14.00 

Volume 15 Number 1 
A look at CGI's more 

formative period, with 
THE LAST 
STAHFIGHTER, which 
paved the way for today's 
ubiquitous and dazzling 
CGI sequences. $8.00 

Volume 31 Number 3 
WB TV s BUFFY, 

THE VAMPIRE 
SLAYER, Joss Whedon 
on his hit plus Second 
Season Episode Guide. 
Makeup by Optic 
Nerve. $8.00 

Volume 15 Number 2 
The career of Peter 

Kuran. one time STAR 
WARS apprentice, 
highlighted by numerous 
color photos. Also, Tim 
Burton's shod film 
FRANKENWEENIE. $8.00 

Vblume 20 Number 4 
The Handmaid's Tale 

brought to Irfe on the 
screen. Interviews with 
Atwood, Schlondorf. 
Richardson and crew. 
Also THE HUNT FOR 
RED OCTOBER $8.00 

BINDER 
Keep your copies of 

Cirtefantaslique in mini 
condition. Securely holds 
12 issues. Easy to insert 
and remove. Blue vinyl. 
(No Free Offer.) $11.95 
* $3.00 shipping. 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 WITH MASTERCARD OR VISA 
Or mail your order with check or money order in USA funds only to P.O. Box 270, Oak Park IL 60303 



CFQ BOOKSHOP 

Volume 27 Number 4//S 
STAR TREK COVER 
The making at STAR 

TREK VOYAGER A DEEP 
SPACE NINE, with 
episode guides Plus, first 
SOyears of the STAR 
TREK franchise SI 4.00 

Wume2S Number 3 
2001 COVER 

2001 Douglas 
Trumbull discusses hts 
special effects and 
working with Kubrick 
Also, the making of THE 
FLINTSTONES $8.00 

t 

VO 

klNEFANTASTfOUEl 

Volume 11 Number 4 
Ray Harry hausen 

retrospect, part 1: His 
childhood and earliest 
experiments, through 
SEVENTH VOYAGE OF 
SINBAD Rare photos and 
inside information Si.00 

Vblume 22 Number 4 
THE SILENCE OF THE 

LAMBS, Interviews with 
the director, production 
designer, director of 
photography, and makeup 
artists Also. MEMOIRS OF 
AN INVISIBLE MAN S8.00 

Volume 10 Number 3 
Making CLASH OF 

THE TITANS, with 
storyboards, behmtMhe 
scenes shots, early 
animation tests, color 
composites and more. 
SS.OO 

Volume 21 Number 3 
DARK SHADOWS 

retrospect Also indudes 
info on 1990 s prime time 
reincarnation on NBC 
Also the remaking of 
NIGHT OF THE LIVING 
DEAD $0.00 

AFQ #1 
THE IRRESPONSIBLE 

CAPTAIN TYLOR. 
Japan's animated space 
opera senes with a 
slacker superhero Pius, a 
chat with GHOST IN THE 
SHELL S director $0.00 

[CINEFANTA SliQUEl 

Volume 22 Number 5 
The final adventure of 

the original STAR TREK 
cast. Includes interviews 
with the cast and crew 
and an annotated guide 
to (be six films. Also. 
SLEEPWALKERS. $0.00 

Volume 22 Number 2 
STAR TREK THE 

NEXT GENERATION, 
season 4, with episode 
guide. Also. 
TERMINATOR 2 and Tim 
Burton on BATMAN 
RETURNS $0.00 

Volume 23 Number 2-3 
STAR TREK. THE 

NEXT GENERATION, 
season 5. from special 
effects to makeup to 
production design 
Includes episode guide 
$14.00 

Volume 24 Number 3-4 
Two Captains Cover 
STAR TREK: THE 

NEXT GENERATION 
season 6. with episode 
guide Also DEEP SPACE 
NINE'S first season, with 
episode guide $14,00 

Volume 25:6 M:1 
TV series cover 

STAR TREK THE 
NEXT GENERATION 
season 7 with episode 
guide. Also DEEP SPACE 
NINE s second season 
with episode guide $14,00 

Volume 23 Number 6 
DEEP SPACE NINE 

Includes interviews wrth 
the creators, profiles of 
the cast, and coverage of 
special effects Also. 
METEOR MAN and 
SPACE RANGERS SB 00 

Volume 26 Number 5 
JUDGE DREDD, 

Danny Cannon's future- 
world based on the 
British comic book icon. 
Also, WATERWORLD. 
POCAHONTAS, and THE 
LANGOUERS. $0.00 

Volume 28 Number 2 
Making ESCAPE 

FROM LA* Also* a 
possible series for 
George Takei, plus 
DRAGONHEART and 
TARZAN EPIC 
ADVENTURES, $0.00 

Volume 23 Number 1 
EVIL DEAD I and II. 

and EVIL DEAD 111: ARMY 
OF DARKNESS 
Interviews with the 
director, makeup 
supervisor and production 
designer $0.00 

Volume 10 Number 2 
Hitchcock's THE 

BIRDS, including 
interviews with the 
screenwriter, production 
designer, matte artist, bud 
trainer. Tlppi Hedren, and 
Sir Alfred himself $0.00 

Volume 10 Number 4 
David Cronenberg 

career article: a look at 
this audacious director 
and the shockers that 
made him famous Also, 
SUPERMAN and 
CONAN. $0.00 

Volume 16 Number 3 
Tobe Hooper s 

INVADERS FROM 
MARS Also, a look at 
David Cronenberg's 
remake of THE FLY and 
filming the effects of 
POLTERGEIST II, $0 00 

AFQ #2 
NEON GENESIS: A 

giant robot series as 
addictive as peanuts, 
daunting as Finnegan's 
Wake—the complexities 
and history of Gainax's 
ambtrtious amme. $0.00 

AFQ #3 
PRINCESS MON- 

ONOKE the making of 
the Miyazaki masterpiece 
that mixes reality with 
vivid fantasy, in which 
nature and humanity 
wage war $8.00 

[CINEFANTA5T10UE1 

\mwii 

Volume 28 Number 7 
MARS ATTACKS 

Including casting, CGI 
effects, the Topps trading 
cards and more Also. 
LEXX: DARK ZONE 
ADVENTURES and 
SCREAM $0.00 

Volume IS Number 5 
LEGEND. Director 

Ridley Scott and makeup 
master Rob Boltin's 
fantasy extravaganza 
Also. Wolfgang Peter* 
sen's ENEMY MINE. 
$6.00 

Volume 10 Number 5 
Making PHANTASM II 

and a look at the original 
film Wes Craven speaks 
out on why he bid 
goodbye to the popular 
ELM STREET. Also, 
RQBOJOX $8.00 

Volume 13 Number 4 
THE DARK CRYSTAL, 

featuring an Interview 
with Jim Henson and a 
review of his career Also, 
THE HUNGER, and a 
review of Cronenberg's 
VIDEODROME- $8.00 

Volume 27 Number 9 
JAMES AND THE 

GIANT PEACH Henry 
Setick brings Roald 
Dahl s children's fantasy 
to life. Also Umversal s 
CGI effects epic. 
DRAGONHEART $8.00 

Volume 19 Number 4 
THE ADVENTURES 

OF BARON 
MUNCHAUSEN Inter¬ 
views with Terry Gilliam 
and others, who describe 
the rocky road to the 
film s completion $8,00 

AFQ §4 
BATMAN BEYOND 

the follow-up to the best 
antme senes on U.3. TV. 
The high and low points 
of the first season, with 
revamped hero and 
rogues' gallery. $0.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 WITH MASTERCARD OR VISA 
Or mail your order with check or money order In USA funds only fo P*0. Box 270, Oak Park IL 60303 


